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																																				Volume	1:	
	
																																								You	need	music,	I	don’t	know	why.	It’s	
																																								Probably	one	of	those	Joe	Campbell	
																																								Questions,	why	we	need	ritual.	We	need	
																																								Magic,	and	bliss,	and	power,	myth,	and	
																																								Celebration	and	religion	in	our	lives,	and	
																																								Music	is	a	good	way	to	encapsulate	a	lot	of	it	
																																																																																													(Jerry	Garcia)	
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Summary:	
The	Grateful	Dead	formed	in	1965	and	developed	alongside	the	Haight-Ashbury	
counterculture	in	California.	The	band	initially	consisted	of	Jerry	Garcia	(lead	guitar),	
Bob	Weir	(Rhythm	Guitar),	Phil	Lesh	(bass	guitar),	Ron	‘Pigpen’	McKernan	(keyboard)	
and	Bill	Kreutzmann	(Drums)	and	remained	active	until	Garcia’s	death	in	1995.	The	
Grateful	Dead	were	fundamental	to	the	development	of	the	musical	style	of	the	
jamband,	and	their	influence	continues	to	be	observed	widely	today.		
	
Whilst	the	San	Francisco	countercultural	scene	has	been	studied	extensively	from	a	
sociological	perspective,	little	scholarly	attention	has	hitherto	been	given	to	the	
music	itself,	with	the	exception	of	Graham	Boone’s	analysis	of	‘Dark	Star’	and	David	
Malvinni’s	book	on	rock	improvisation.	Yet	the	Grateful	Dead	developed	a	unique	
style	that	combines	large	improvisations	with	influences	from	many	popular,	
traditional	and	world	musical	roots,	whose	study	therefore	sheds	much	light	on	the	
emergence	of	jambands	from	a	profusion	of	styles,	and	how	such	extensive	poly-
instrumental	jams	can	be	created.	It	is	therefore	of	importance	to	the	wider	field	of	
popular	musicology	that	this	influential	and	popular	musical	genre	is	subject	to	
academic	scrutiny	and	discourse.			
	
This	thesis	will	focus	on	the	musical	characteristics	that	define	the	Grateful	Dead’s	
early	sound	from	1965	-1973	through	the	analysis	of	selected	case	studies.	It	will	
outline	the	origins	of	the	Grateful	Dead,	from	their	beginnings	within	the	San	
Francisco	scene.	Exploration	of	the	historical	and	cultural	context	in	which	their	
	 iv	
music	developed	will	enable	the	subsequent	analyses	to	be	located	within	the	
sociocultural	context	in	which	it	was	shaped.			
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Thesis	Outline:	
Chapter	1	reviews	the	existing	literature	associated	with	the	Grateful	Dead’s	music,	
and	identifies	the	current	position	of	academic	research	and	where	the	gaps	in	
scholarship	presently	exist.	This	section	outlines	the	main	influences	that	are	
associated	with	the	Dead’s	sound	and	looks	at	how	concepts	derived	from	them	are	
assimilated	into	their	works.	It	also	describes	the	methodologies	used	for	the	
dissertation	as	well	as	the	tools	that	are	used	for	the	subsequent	analyses	of	the	
Dead’s	music.	
	
Chapter	2	examines	the	influence	of	the	blues	within	the	Dead’s	music	through	the	
analysis	of	their	cover	of	a	Luther	Dixon	song,	‘Big	Boss	Man’.	It	focuses	on	a	
recording	from	7/3/66,	which	is	one	of	their	earliest	recorded	tracks	available	for	
analysis	and	demonstrates	the	importance	of	cover	songs	to	their	repertoire.	It	
identifies	stylistic	features	specific	to	individual	band	members,	including	short	self-
contained	phrases,	repetition	of	notes,	an	intricately	developed	and	continually	
evolving	bass	line	and	the	adaptation	of	major	and	minor	pentatonic	and	blues	
scales.	
	
Chapter	3	investigates	how	the	Grateful	Dead	negotiated	and	progressed	through	
long	improvisational	jams	without	losing	forward	momentum	and	the	characteristic	
feel	of	the	piece	they	were	performing.	These	improvisational	showcases	were	a	
defining	feature	of	jambands.	The	recording	of	‘Caution	(Do	Not	Stop	on	Tracks)’	
from	11/10/67	will	be	analyzed	as	an	example	of	how	band	members	interact	with	
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each	other	and	how	these	poly-instrumental	jams	were	structured.	The	jams	were	
made	up	of	several	shorter	sections	that	may	be	considered	to	be	a	chain	of	
jamming	spheres.	Movement	between	them	could	be	initiated	by	any	of	the	band	
members	but	it	required	at	least	two	members	to	affect	the	jam’s	musical	direction	
by	changing	from	one	sphere	to	the	next.	All	of	the	band	members	used	short	
phrases	that	were	altered,	developed	and	re-used	throughout	the	jam,	being	passed	
freely	between	the	musicians	such	that	leadership	was	not	restricted	to	any	single	
member.	These	ideas	could	be	re-used	in	different	jamming	spheres	and	therefore	
acted	as	signposts	for	the	listener.	The	jam	was	therefore	a	collective	work	rather	
than	a	series	of	individual	solos	being	held	together	by	a	strong	bass	line,	
characterized	by	versions	of	a	main	core	theme,	effectively	a	raga-style	drone.	Other	
features	of	the	track	include	a	core	tonal	center	of	a	single	chord,	the	use	of	the	
major	and	minor	pentatonic	scale,	and	strongly	implied	polyrhythmic	drumming.	
	
Chapter	4	will	look	at	the	Dead’s	psychedelic	sound	through	the	analysis	of	tracks	
from	2/23/68,	comprising	several	of	their	pieces	in	succession:	Dark	Star	>	China	Cat	
Sunflower	>	The	Eleven	>	Turn	on	your	Lovelight.	It	will	focus	on	the	practice	of	song	
morphing	which	was	to	become	an	important	characteristic	of	the	Dead	and	
featured	in	most	sets	after	1966/67.	This	analysis	will	investigate	how	a	smooth	and	
satisfying	transition	between	songs	was	achieved,	given	the	possibilities	of	
modulation,	tempo	and	timbre	changes	that	such	transformations	might	require.	
This	combination	of	songs	will	also	highlight	the	emphasis	of	psychedelia	on	the	
Dead	and	its	impact	on	their	style,	in	particular	the	importance	of	Hunter’s	lyrics	and	
the	band’s	extensive	use	of	the	Mixolydian	mode.	
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Chapter	5	will	investigate	the	band’s	shift	towards	folk/country	music	with	their	two	
most	commercially	successful	albums	both	released	in	1970,	Workingman’s	Dead	
and	American	Beauty,	which	achieved	platinum	and	double	platinum	status	
respectively.	Between	them	they	featured	many	songs	that	were	to	become	Dead	
set	standards,	such	as	‘Candyman’,	Truckin’,	Ripple’	and	‘Dire	Wolf’.	The	analysis	will	
focus	on	two	case	studies,	‘Uncle	John’s	band’	from	Workingman’s	Dead	and	‘Sugar	
Magnolia’	from	American	Beauty.	Discussion	will	focus	on	their	use	of	harmonic	
progressions,	changes	in	bass	and	drumming,	and	the	scales	used	for	improvisation,	
with	attention	given	to	phrases,	motifs	and	new	or	recurring	stylistic	indicators	in	
their	playing.	The	impact	of	their	addition	of	a	second	keyboard	player,	first	Tom	
Constanten	and	then	(from	1971)	Keith	Godchaux,	as	well	as	an	additional	vocalist	in	
Donna	Godchaux,	will	also	be	examined.		
	
Chapter	6	will	consolidate	the	themes	explored	in	previous	chapters	through	the	
comparative	analysis	of	five	versions	of	a	single	track,	and	how	it	changed	over	time,	
with	particular	reference	to	the	incorporation	of	changes	in	the	band’s	direction	
within	an	older	track.	The	song	to	be	examined	for	this	purpose	is	the	popular	Dead	
cover	song	‘Dancing	in	the	Street’,	specifically,	different	iterations	that	appeared	
between	1966	and	1971.	It	is	not	possible	to	consider	a	longer	period	of	time	for	any	
of	their	songs	owing	to	the	band’s	rest	periods	for	them	and	the	sheer	size	of	their	
overall	repertoire.	The	chapter	will	discuss	how	the	Dead	introduced	changes	to	an	
existing	song	without	compromising	its	identity.	This	song	will	also	be	used	to	
examine	the	dance	characteristics	within	the	Grateful	Dead’s	music	and	how	they	
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create	a	sense	of	groove,	and	finally	to	look	at	the	effect	that	the	change	in	keyboard	
player	(from	McKernan	to	Constanten	to	Godchaux)	had	on	the	bands	overall	sound.	
	
This	thesis	will	conclude	with	an	overview	of	the	main	findings	from	the	previous	
chapters	and	a	consideration	of	the	potential	for	future	research	in	this	field.		
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Introduction:	
The	Grateful	Dead	were	a	key	part	of	the	emerging	popular	music	culture	of	1960s	
West	Coast	America.	The	political	and	social	scene	surrounding	the	group	became	
defining	markers	of	the	era.	Developing	against	the	backdrop	of	massive	cultural,	
scientific	and	political	change,	there	can	surely	be	very	few	people	who	are	not	at	
least	a	little	familiar	with	the	Haight-Ashbury	‘hippie’	movement,	summer	of	love	
and	countercultural	beliefs	which	have	become	synonymous	with	late	1960s	culture.	
Yet	whilst	the	social	and	philosophical	aspects	of	this	scene	have	been	studied	
extensively,	with	the	importance	of	the	Grateful	Dead	as	defining	players	within	the	
San	Francisco	scene,	there	has	been	very	little	academic	attention	given	to	their	
music	itself.	Loosely	described	as	‘jambands’,	the	sound	track	to	a	generation	has	
been	left	quietly	undisturbed	save	for	a	very	limited	amount	of	work	from	a	small	
number	of	enthusiasts.		
	
This	lack	of	scholarly	discourse	is	unfortunate	as	the	Dead	represented	the	genesis	of	
a	unique	form	of	playing,	which	borrowed	aspects	from	many	styles	to	create	an	
entirely	new	entity.	Incorporating	large	poly-instrumental	improvised	jams,	the	Dead	
had	similarities	to	jazz,	with	an	emphasis	placed	squarely	on	the	live	show,	rather	
than	the	studio	recording.	Yet	the	Grateful	Dead	do	not	sound	like	jazz	music,	and	
have	established	a	unique	and	identifiable	sound	recognized	by	fans	across	the	
world.	What	defines	this	sound	is	unknown,	and	deserves	more	musicological	
attention.	Whilst	the	counterculture	had	social	and	political	ramifications,	which	are	
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still	felt	to	this	day,	the	Grateful	Dead	were	skilled	musicians	and	need	to	be	defined	
in	terms	of	their	musical	output.	
	
Band	History:	
The	Grateful	dead	formed	in	1965	in	Palo	Alto,	a	neighborhood	close	to	the	Haight-
Ashbury	district	of	California	(hence	named	as	it	was	the	intercept	between	Haight	
street	and	Ashbury	Street	near	Golden	Gate	Park).	The	group	evolved	from	members	
of	Mother	McCree’s	Uptown	jug	champions,	and	initially	consisted	of	Ron	‘Pigpen’	
McKernan,	Jerry	Garcia,	Bob	Weir,	and	Bill	Kreutzmann.	Phil	Lesh	joined	shortly	
afterwards,	playing	his	first	concert	with	them	at	the	Bikini-A-Go-Go	on	6/18/65.		
	
All	of	the	band	members	came	from	varying	musical	backgrounds,	leading	to	a	fusion	
of	styles	including	country,	folk,	bluegrass,	blues,	reggae,	rock	and	improvisational	
jazz.	This	later	became	dubbed	the	‘San	Francisco	sound’	(McLauchlin,	2015:	56).	
They	started	their	career	as	the	Warlocks,	but	had	to	change	their	name	after	
discovering	that	there	was	already	a	band	of	this	name,	and	decided	on	the	Grateful	
Dead,	taken	from	American	folklore.	The	tales	generally	included	the	story	of	a	
traveler	who	encounters	a	wandering	corpse,	who	had	not	received	a	proper	burial	
from	unpaid	debts.	He	pays	off	the	debts,	and	is	either	given	a	reward	or	later	has	
his	life	saved	by	the	soul	of	the	dead	person	in	animal	form,	depending	on	the	
version	of	the	legend,	hence	the	Grateful	Dead.	
	
The	Dead	first	began	using	larger	improvisations	during	the	Fall	of	1965	during	a	one	
month	residency	at	a	small	club	called	the	‘In	Room’,	where	they	were	expected	to	
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play	all	night,	and	as	they	only	knew	a	few	songs	had	to	extend	them	through	long	
improvised	jams.		
	
The	‘Acid	Tests’	were	created	as	the	brainchild	of	Ken	Kesey,	after	his	drug	fueled	
‘road	trip’	to	the	New	York	World	Fair	with	Neal	Cassady	and	the	Merry	Pranksters.	
Kesey	had	become	fascinated	with	LSD	after	taking	part	in	government	trials	whilst	
he	was	at	University,	when	the	drug	itself	was	not	illegal.	After	meeting	with	Kesey	in	
Palo	Alto	for	the	Big	Beat	Acid	Test,	the	Grateful	Dead	became	the	‘house	band’	from	
12/4/65	for	this	series	of	seventeen	concerts	held	between	11/27/65	and	10/31/66.	
The	shows	themselves	focused	on	the	combination	of	LSD,	with	lighting,	sounds	and	
experimental	music,	and	produced	the	iconic	advertising	slogan	‘can	you	pass	the	
acid	test?’	This	was	popularized	in	Tom	Wolf’s	1968	book	The	Electric-Kool-Aid-Acid-
Test.		
	
The	Dead	viewed	the	Acid	Tests	as	a	turning	point	in	their	musical	sound,	where	they	
took	their	improvisations	to	a	whole	different	level.	Kreutzmann	stated	that	‘We	
didn’t	learn	how	to	get	that	far-out	with	our	music	until	the	Acid	Tests……	We	
started	jamming	–	improvising	in	the	jazz	sense	–	at	the	In	Room.	When	you	have	to	
play	all	night,	every	night,	and	you	don’t	have	a	lot	of	material,	you	almost	have	no	
choice.	We	learned	that	we	could	make	one	song	last	an	entire	set.	And	nobody	
really	noticed.	That	was	nice’	(Kreutzmann,	2015,	34).	
	
The	primary	supplier	of	LSD	and	drugs	for	these	events	was	Augustus	Owsley	‘Bear’	
Stanley	III,	who	was	also	the	first	person	to	mass-produce	large	quantities	of	the	
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drug	(Forte,	1999,	276).	Stanley	had	encountered	the	Grateful	Dead	in	1965	and	had	
provided	finance	as	well	as	acting	as	the	band’s	sound	engineer.	It	was	during	this	
time	that	he	started	the	long-term	practice	of	recording	their	shows	and	aimed	to	
produce	the	best	live	sound	mixes.		
	
The	Dead	quickly	took	on	LSD	as	their	drug	of	choice	and	attributed	it	to	the	
creativity	within	their	music	(Lesh,	2006).	In	1966,	the	band	members	moved	into	a	
rented	house	on	710	Ashbury	Street,	which	for	a	time	acted	as	a	social	hub	for	them	
and	the	emerging	counterculture.	This	period	of	their	career	ended	in	1967,	when	
the	building	was	raided	by	police	on	a	drug	bust.	It	was	around	this	time	that	Mickey	
Hart	joined	the	band	as	a	second	drummer,	substantially	developing	the	Dead’s	
sound.	It	also	saw	the	songwriting	partnership	between	Garcia	and	lyricist	Robert	
Hunter	begin,	marked	by	the	‘Dark	Star’	lyrics.	This	period	saw	development	in	the	
Grateful	Dead’s	experimental	improvisational	approach,	influenced	by	Lesh’s	
interest	in	the	music	of	John	Coltrane	and	Miles	Davis	(Jackson,	1999)	as	well	as	
modernist	classical	works	such	as	those	by	Charles	Ives.	Garcia	had	also	become	
aware	of	Nicolas	Slonimsky’s	Thesaurus	of	scales	and	melodic	patterns	(1947)	
through	Coltrane,	and	this	fascination	could	be	heard	through	an	angular	modernist	
approach	within	Garcia’s	jams	(Slonimsky,	2018).	At	this	time,	the	Dead	were	playing	
frequent	free	concerts	in	Golden	Gate	Park,	developing	their	anti-commercial	
persona	and	identity	amongst	their	fans	and	within	the	counterculture	(Meriwether,	
2012).		
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The	years	1967-1969	are	now	often	seen	as	the	birth	of	the	‘Jamband’,	fronted	by	
the	Dead	and	followed	by	Jefferson	Airplane,	the	Allman	Brothers	and	Big	Brother	
and	the	Holding	Company.	This	was	creating	an	inclusive	style	of	music	that	desired	
individuality	and	experimentation	without	the	ties	of	commercialism	(Budnick,	2003,	
p.	242).	From	1968-1970	Tom	‘TC’	Constanten	was	added	on	keyboards	to	facilitate	
the	new	improvisational	style	the	band	were	developing.	Keith	Godchaux	replaced	
him	in	1971,	and	his	wife	Donna	also	joined	the	lineup	on	backing	vocals.		
	
In	the	summer	of	1970	Ken	Walker	planned	a	series	of	music	festivals	across	Canada	
along	the	route	of	a	railway,	with	the	band	travelling	on	a	private	CN	train	in	a	week-
long	jam	session.	The	train	was	fitted	out	with	carriages	containing	amplifiers	and	
instruments	allowing	the	musicians	to	interact	and	play	whenever	they	wanted	to.	
From	the	documentary	Festival	Express,	the	bands	referred	to	the	experience	
positively,	claiming	that	‘Woodstock	was	for	the	fans,	Festival	Express	was	for	the	
musicians’	(Smeaton,	2005).	Despite	the	bands	fond	memories	of	the	trip,	the	
journey	was	onset	with	violent	protests	due	to	the	$14	entrance	fee,	with	many	
festival	goers	feeling	that	they	should	be	free,	a	notion	not	appreciated	by	the	Dead	
or	other	musicians.	Weir	was	particularly	vocal	about	the	violence	of	the	fans	
towards	the	police,	saying	that	the	protesters	were	‘there	looking	for	trouble	not	
music’.	The	Dead	did	their	best	to	relieve	the	tension,	and	in	Toronto	performed	a	
free	set	in	the	park	for	those	that	did	not	want	to	pay,	and	to	allow	breathing	space	
so	that	paying	fans	could	get	into	the	venue.	The	surrounding	events	did	not	do	
much	for	the	ticket	sales	and	the	shows	ran	at	a	loss.	Walker	still	went	ahead	with	
the	tour	and	was	known	to	have	said	about	the	experience	that	the	lesson	he	learnt,	
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was	that	he	‘gave	the	public	too	much,	and	they	didn’t	deserve	it’	(Smeaton,	2005).	
This	sentiment	was	somewhat	contradictory	to	the	anti-commercialist	persona	of	
the	Dead,	and	reflects	an	ongoing	discrepancy	between	this	philosophy	and	the	
reality	of	their	massive	commercial	success	(Zimmerman,	2010).		
	
On	returning	to	the	Dead’s	family	fold	after	a	spell	in	prison	in	late	1972,	for	drug	
offences,	Stanley	set	about	development	of	the	Wall	of	Sound,	which	he	described	
as	‘a	super	powerful,	extremely	accurate	PA	system….	It	was	a	massive	wall	of	
speaker	arrays	set	behind	the	musicians,	which	they	themselves	controlled	without	a	
front	of	house	mixer’	(Greenfield,	2016).	Ultimately	it	proved	too	expensive	to	ship	
around,	requiring	many	trucks,	and	was	replaced	in	1976	with	a	more	portable	
system.	
	
Hart	took	time	off	from	the	band	during	1971-1974	(possibly	due	to	issues	that	had	
arisen	between	his	father	and	the	ban’d	management),	and	the	Dead	were	forced	to	
revert	back	to	one	drummer.	Despite	this	loss	and	its	significant	implications	for	the	
band’s	sound,	the	Dead	had	a	highly	successful	European	tour	in	1972,	but	
McKernan’s	health	continued	to	deteriorate,	due	to	alcohol	abuse,	and	he	sadly	died	
in	March	1973.	This	did	not	slow	the	Dead	down,	and	with	Weir	and	Garcia	now	on	
vocals	the	group	enjoyed	a	series	of	successful	albums	and	tours.	
	
The	mid	to	late	1970s	saw	the	birth	of	the	car	park	carnival/	shakedown	street,	an	
area	where	goods,	legal	and	illegal,	could	be	bought	and	sold	to	help	fund	
Deadheads	on	the	road.	It	also	served	as	an	area	for	discussion,	tape	exchange	and	
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recreation.		This	created	an	environment	for	fans	to	meet	after	the	contraction	of	
the	Bay	area	scene	and	the	events	of	the	Altamont	speedway	festival	and	the	
Manson	murders	(Bugilosi,	1992	and	Barger,	2001).	The	carnivals	were	to	become	a	
defining	feature	of	Deadhead	‘society’	and	concert	tours.	It	later	infiltrated	into	
other	jamband	culture,	most	notably	with	Phish,	although	not	all	Grateful	Dead	and	
Phish	fans	coexisted	particularly	well,	due	to	issues	of	‘respect’,	as	older	Deadheads	
described	it	(Hunt,	2008,	Morris,	2014	and	Puterbaugh,	2009).	
	
During	1977	Garcia	spent	a	lot	of	time,	and	lost	a	lot	of	money,	on	a	lengthy	editing	
process	for	the	Grateful	Dead	movie,	featuring	footage	from	the	band’s	five-night	
run	at	the	Winterland	Ballroom	in	San	Francisco	from	1974,	marking	the	permanent	
return	of	Hart	to	the	band.	The	production	costs	greatly	overshot	the	proposed	
budget	as	the	editing	took	three	years	with	the	band’s	touring	on	hiatus,	causing	
worries	that	it	was	an	unnecessary	expense	from	the	band’s	pocket,	but	on	release	it	
proved	to	be	a	huge	commercial	success.	
	
After	a	summer	away	from	touring,	the	Dead	returned	in	the	Fall	of	1978	to	play	
three	shows	in	Egypt	by	the	Pyramids.	The	band	felt	that	the	shows	were	not	up	to	
their	usual	standards	and	did	not	match	the	grandeur	of	the	setting	(Kreutzmann,	
2015).	This	could	have	been	due	to	Kreutzmann	breaking	his	wrist	just	before	the	
event,	while	falling	off	a	horse	whilst	on	cocaine,	and	having	to	play	one	handed	for	
the	shows,	or	the	self-proclaimed	amount	of	hash	smoked	during	the	trip.	
Nonetheless	the	shows	did	feature	some	popular	song	cycles	such	as	‘Scarlet	
Begonias’	>	‘Fire	on	the	Mountains’,	‘Estimated	Prophet’	>	‘Eyes	of	the	World’	>	
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‘Drums’	>	‘Terrapin	Station’	>	‘Sugar	Magnolia’	and	‘Shakedown	Street’	>	‘Drums’	>	
‘Truckin’’	>	‘State	Blues’	>	‘Around	and	Around’	(Scott,	Nixon	and	Dolgushkin,	2015,	
42).	
	
The	late	1970s	saw	the	band	experiment	with	cocaine.	This	eventually	led	to	the	
departure	of	Donna	and	Keith	Godchaux	in	1979,	due	to	their	addiction	causing	
problems	with	touring.	Keith	later	died	in	a	car	crash	in	1980.		
Brent	Mydland	replaced	Godchaux,	and	remained	part	of	the	stable	lineup	until	his	
death	from	a	‘speedball’	overdose	after	the	summer	1990	tour	(Kreutzmann,	2015).	
	
Garcia’s	health	slowly	declined	due	to	his	frequent	drug	use	and	uncontrolled	
diabetes.	In	1986,	he	fell	into	a	diabetic	coma	for	several	days.	After	his	recovery,	the	
Dead	released	the	album	In	the	Dark,	which	saw	their	first	MTV	video	success	with	
‘Touch	of	Grey’	generating	new	interest	and	younger	fans.	With	Garcia’s	new	lease	
of	life,	the	band	was	considered	to	have	entered	a	new	high	point	in	their	career,	
and	in	1987	they	carried	out	a	short	tour	with	Bob	Dylan,	which	received	a	mixed	
reception	and	generated	heated	discourse	(Jackson,	1999).	The	Dead’s	momentum	
was	not	broken	by	this,	and	they	continued	to	sustain	their	success	(performing	
stadium	concerts	to	capacity	crowds	in	excess	of	90,000),	and	their	album	Built	to	
Last	was	released	in	1989.	This	momentum	continued	until	1990	and	Mydland’s	
untimely	death.	
	
With	the	new	influx	of	fans	that	their	MTV	video	had	brought,	1989	saw	the	Dead’s	
car	park	scene	becoming	heavily	over	populated	and	difficult	to	control,	leading	the	
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band	to	put	out	a	letter	to	their	fanbase	stating	that	the	carnivals	would	end	if	they	
could	not	behave	in	a	less	disruptive	manner	towards	local	communities.	In	
particular,	they	stated	that	‘this	is	a	music	scene	first,	and	camping	and	vending	have	
turned	it	into	a	largely	social	scene	that	is	potentially	a	real	and	ominous	threat	to	
the	future	live	performance	of	the	music	itself’	(Budnick,	CD	liner,	2017).	
		
Vince	Welnick	took	over	keyboard	duties	until	the	death	of	Garcia	in	1995	from	drug	
induced	complications	of	his	diabetes.	After	this,	the	band	disbanded.	Welnick	died	
in	2006	from	a	reported	suicide.	
	
Since	1995,	the	surviving	members	have	been	involved	in	various	reunions	including	
‘The	Other	Ones’	and	‘The	Dead’.	Weir	worked	on	a	side	project	up	to	present	day	
called	‘Ratdog’,	and	Lesh	on	‘Phil	Lesh	and	Friends’.	In	2009	Weir	and	Lesh	formed	
‘Furthur’,	named	after	Kesey’s	old	school	bus	in	which	he	undertook	his	famous	road	
trip,	and	they	toured	frequently	under	this	name	until	it	was	disbanded	in	2014.	
2015	saw	the	four	surviving	members	reunite	for	the	‘Fare	Thee	Well’	50th	
anniversary	shows,	consisting	of	five	concerts	celebrating	the	Grateful	Dead’s	music.	
Phish’s	Trey	Anastasio	joined	in	on	guitar	with	Jeff	Chimenti	and	Bruce	Hornsby	on	
piano.	2015	onwards	also	saw	Weir,	Hart	and	Kreutzmann	playing	in	‘Dead	and	
Company’	with	John	Mayer.	Lesh	was	not	present	in	this	venture,	which	might	have	
been	due	to	his	undergoing	treatment	for	bladder	cancer	at	the	time	of	formation,	
or	just	potential	creative	differences	and	tour	schedule	clashes.	
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From	2015,	Weir,	Kreutzmann	and	Hart	have	formed	a	new	band	to	perform	the	
Dead’s	works	called	‘Dead	and	Company,	which	featured	John	Mayer	on	lead	guitar,	
Oteil	Burbridge	on	bass	and	Jeff	Chimenti	on	keyboards.	Weir	has	also	intermittently	
performed	as	‘Bob	Weir	and	Wolf	Brothers’	featuring	Jay	Lane	on	Drums	and	Don	
Was	on	bass.
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Chapter	1	
	
																																					All	kinds	of	drugs	have	been	useful	to	me,	and	
																																					they	have	also	been	a	hindrance	to	me.	As	
																																					far	as	I’m	concerned,	the	results	are	not	in	
																																																																																																			(Garcia,	1977)	
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1.1	Research	aims	and	Objectives:	
This	thesis	aims	to	address	the	lack	of	musicological	attention	received	by	the	
Grateful	Dead,	by	examining	the	main	issues	surrounding	the	band’s	music	and	
identifying	the	key	unanswered	questions.	Analytical	tools	will	be	developed	to	
facilitate	examination	of	their	unique	sound	whilst	attempting	to	remain	sensitive	to	
the	beliefs	of	the	counterculture.	This	will	reduce	the	problems	of	relying	upon	
conventional	analytical	techniques,	which	may	not	be	capable	of	representing	the	
subtleties	of	improvised	poly-instrumental	jamming.			
	
My	analyses	of	the	Grateful	Dead’s	music	between	1965	and	1973	that	form	the	
backbone	of	this	thesis	will	enable	me	to	identify	what	defines	their	characteristic	
sound.	I	have	chosen	this	time	period	as	it	represents	Ron	‘Pigpen’	McKernan’s	
entire	time	with	the	band.	After	his	death,	Keith	Godchaux	remained	as	the	principal	
keyboard	player	and	the	band	was	acknowledged	to	follow	a	new	direction.	This	
shift	had	already	begun	several	years	earlier	when	a	second	keyboardist	was	added	
and	therefore	these	newer	influences	on	the	band’s	sound	can	be	discussed	without	
going	past	1973.	
	
This	thesis	will	seek	to	answer	four	key	questions:	
(1) What	are	the	defining	features	of	the	early	Dead	sound?	
(2) By	which	strategies	did	the	Dead	create	tonal	ambiguity?	
(3) How	did	the	Dead	navigate	and	manage	a	poly-instrumental	jam?	
(4) Can	a	more	precise	definition	of	the	term	‘jamband’	be	formulated?	
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The	defining	features	of	the	Grateful	Dead’s	early	sound	will	be	investigated	through	
the	examination	of	the	harmonic	structures	they	use,	along	with	the	scales	and	
modes	they	favored	and	how	they	affect	the	band’s	overall	sound.	How	band	
members’	individual	stylistic	traits	contribute	to	this	sound	will	be	investigated	
including	their	use	of	specific	drumming	patterns	and	polyrhythms.	I	will	also	
examine	the	musical	influences	that	contributed	to	shaping	the	Dead’s	sound,	as	will	
discuss,	how	the	rhythmic	techniques	used	by	the	Dead’s	guitar	and	keyboard	
players	interact	with	the	bass.	Recurring	characteristic	vocal	and	instrumental	
identifiers	will	also	be	highlighted.	
	
The	methods	used	by	the	band	to	create	tonal	ambiguity	will	be	investigated,	along	
with	how	this	affects	the	voice	leading	of	the	vocal	and	instrumental	melody	lines.	I	
will	analyze	how	the	Dead	adapted	scales	and	modes,	using	them	to	‘blur’	the	
perceived	harmony	along	with	their	approach	to	the	reduction	of	chord	progressions	
to	produce	drones	well	suited	to	modal	improvisation.	How	the	lead	guitar	
techniques	shape	the	architecture	of	the	jams	will	also	be	analyzed.	I	will	highlight	
the	improvisation	used	within	the	structure	of	the	Dead’s	songs	(i.e.	separate	from	
the	larger	jams),	and	attempt	to	identify	why	these	aspects	are	an	important,	often	
overlooked	part	of	the	Dead’s	sound.	The	influence	of	Psychedelia	and	drugs	on	the	
band’s	sound	will	be	investigated	along	with	its	relevance	to	the	countercultural	
scene.	
	
Through	the	analysis	of	selected	case	studies,	I	will	examine	how	the	Grateful	Dead	
approach	long	poly-instrumental	jams	and	how	they	navigate	their	way	through	
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extended	jams.	This	will	include	looking	at	musical	interactions	between	the	
individual	band	members,	their	use	of	phrasing,	treatment	of	recurring	ideas	and	
motifs	and	how	they	transfer	musical	material	between	each	other.	The	subdivision	
of	long	jams	into	smaller	units	to	create	structure	and	signposts	to	provide	a	route	
through	their	sound	landscape	will	be	discussed.	Finally,	I	will	propose	a	more	
precise	definition	of	the	term	‘jamband’,	developing	from	the	analyses	performed	in	
this	thesis.		
	
These	key	research	questions	will	be	answered	through	looking	at	several	principal	
issues	per	case	study	that	yield	clear	examples	of	certain	musical	features.	In	
particular,	songs	that	represent	good	examples	of	specific	styles	will	be	focused	
upon,	including	examples	that	demonstrate	influences	from	blues,	psychedelia	and	
country	music.	The	Grateful	Dead	are	predominantly	a	live	‘festival’	band	and	as	
such,	most	of	the	analysis	will	be	performed	on	live	recordings,	with	some	notable	
exceptions	in	chapter	5.	
	
Chapter	2	will	focus	on	the	band’s	blues	influence	through	their	cover	of	the	song	
‘Big	Boss	Man’,	with	an	analysis	of	Garcia’s	reiterations	of	riffs	throughout	a	piece,	
the	importance	of	Lesh’s	intricate	bass	lines	and	McKernan’s	role	on	vocals	and	
harmonica.	Chapter	3	will	use	the	second	solo	of	‘Caution	(Don’t	Stop	on	Tracks)’	to	
examine	the	Dead’s	approach	to	structuring	long	poly-instrumental	jams	and	the	
influences	of	Raga	on	their	harmonic	structure	and	drumming	patterns.	Chapter	4	
will	focus	on	the	influence	of	drugs	and	the	development	of	psychedelia.	It	will	
examine	the	process	of	song	morphing	and	the	influence	of	Robert	Hunter	on	their	
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lyrics.	It	will	also	look	at	the	importance	of	the	Mixolydian	mode	on	the	Dead’s	
sound.	Chapter	5	will	examine	how	country	music	influenced	the	Dead’s	sound	along	
with	the	role	of	the	studio	album.	This	will	be	seen	through	the	analysis	of	selected	
examples	from	the	Workingman’s	Dead	and	American	Beauty	albums,	both	released	
in	1970.	The	differences	between	live	performance	and	studio	recording	will	be	
discussed,	as	will	the	band’s	change	in	approach	to	the	alteration	of	lyrics	and	their	
introduction	of	vocal	harmonies.	Chapter	6	will	analyze	the	evolution	of	‘Dancing	in	
the	Streets’	over	a	six-year	period	and	how	their	style	changed	during	that	time,	
including	how	their	approach	to	groove	developed.		
	
The	thesis	will	conclude	by	discussing	a	more	precise	definition	of	the	term	
‘jamband’	based	on	the	findings	of	this	research	and	the	musical	stylistic	markers	
identified	for	the	genre.	
	
Contribution	to	existing	scholarship:	
There	is	currently	a	dearth	of	published	research	into	the	Grateful	Dead’s	music,	
with	most	of	the	available	material	existing	as	conversations	within	fan	literature,	
which	lacks	academic	rigor	and	objectivity.	This	thesis	aims	to	address	this	paucity	of	
musicological	discourse	on	the	Grateful	Dead	by	providing	detailed	analyses	of	a	
selection	of	their	earlier	works.	This	will	provide	a	broad	overview	of	key	aspects	of	
their	playing	characteristics,	styles	and	influences.	It	will	not	attempt	to	answer	
every	question	exhaustively,	but	rather	provide	a	starting	point	for	further	study	by	
identifying	key	avenues	for	future	research.		
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1.2	Literature	Review	
1.2.1	Literature	related	to	the	Dead:	
Despite	the	jamband	having	had	over	50	years	to	develop,	there	is	remarkably	little	
published	work	that	attempts	to	define	the	‘jamband’	sound	in	musical	terms.	The	
only	work	that	attempted	to	address	this	deficit	was	‘JAMerica’	by	Peter	Conners.	In	
the	introduction	to	his	book,	Conners	outlined	several	key	features	that	he	thought	
embodied	the	style,	backed	by	interviews	with	a	selection	of	band	members	from	
the	jamband	scene.	The	book	was	written	in	a	popular	style	and	Conners	did	not	set	
out	to	demonstrate	his	points	through	musical	analysis;	rather	he	interviewed	band	
members	with	broad	questions	on	their	opinions	of	the	scene	in	general.	As	such	it	is	
difficult	to	regard	this	as	an	academic	exercise,	although	its	value	cannot	be	
underestimated	given	the	paucity	of	literature	in	this	field.	
	
	One	key	issue	highlighted	in	‘JAMerica’	was	the	artist’s	dislike	of	being	pigeonholed	
into	the	category	of	jambands.	This	might	be	because	of	the	behemoth	that	the	
Grateful	Dead	had	become	within	the	scene,	with	newer	groups	reluctant	to	be	
viewed	in	comparison	to	them.	Conners	suggested	that	the	groups	themselves	have	
a	dislike	of	any	fixed	boundaries,	which	would	be	consonant	with	the	counterculture	
ideals	surrounding	these	bands.	It	is	important	to	note	that	most	bands	do	not	like	to	
be	grouped	into	specific	sub-genres,	possibly	due	to	it	unintentionally	putting	off	the	
casual	listener	who	may	not	look	beyond	a	marketing	label.	This	is	analogous	to	the	
Black	Metal	scene,	where	the	events	in	Norway	in	1993	(Church	burnings	and	
murders)	caused	the	scene	to	split	into	two	sections,	those	who	wanted	the	music	to	
stay	‘underground’	and	intentionally	took	advantage	of	the	imagery	and	predefined	
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sounds	(corpse	paint,	nailed	gauntlets	etc.	and	a	’rawer’	less	produced	sound)	such	
as	Taake	and	Marduk,	and	those	that	distanced	themselves	from	the	imagery	
(removing	the	corpse	paint,	making	use	of	more	extended	musical	structures)	such	
as	Enslaved	and	Ihsahn.	Both	branches	undeniably	sound	like	Black	Metal	and	share	
many	musical	and	visual	similarities,	but	the	latter	would	not	associate	themselves	
with	the	scene	(Moynihan	and	Soderlind,	2003).	Legal	entanglements	and	
associations	caused	by	a	reputation	and	possible	jail	convictions	can	prompt	new	
groups	to	distance	themselves	from	the	original	scene,	and	in	the	1980s	a	Grateful	
Dead	bumper	sticker	could	have	been	sufficient	reason	for	the	police	to	stop	and	
search	band	members	and	fans	alike	for	drugs	(Kreutzmann,	2015).	For	marketing	to	
a	wider	audience,	it	would	seem	easier	if	connections	to	the	Grateful	Dead’s	
counterculture	and	‘hippie’	connotations	were	minimalized,	and	this	was	a	concern	
to	newer	groups.	To	work	around	this	problem	Conners	used	the	term	‘festival	
bands’	which	the	interviewees	did	not	object	to,	with	‘there	being	no	stigma	
associated’	with	that	term	at	the	time	of	his	writing	(Conners,	2013).	
	
Conners	described	jambands	as	bands	that	have	a	‘core	dedication	to	improvisation	
as	a	chance	to	create	a	unique,	spontaneous	artistic/musical	event	shared	between	
band	and	artist’	with	the	‘energy	of	the	audience’	creating	a	shared	musical	
experience	(Conners,	2013,	x).	He	went	on	to	propose	four	key	factors	that	he	felt	
encompassed	jamband	characteristics,	summarized	in	Figure	1.1.	It	is	important	to	
remember	that	the	term	jamband	is	applied	retrospectively,	and	was	probably	not	
coined	until	after	Garcia’s	death,	much	the	same	as	Doom	metal	was	later	applied	to	
Black	Sabbath,	who	at	the	time	were	considered	hard	rock.	
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Figure	1.1:	Conners’	proposed	jamband	characteristics	
	 Key	features	of	the	characteristic	
1	 Dedication	to	creating	a	singular	musical	event	that	is	improvisational	and	shared	by	band	and	
audience	
2	 Capacity	for	extensive	improvisation	
3	 Emphasis	placed	on	live	performances	rather	than	studio	output.	The	encouragement	to	
record	live	performances	is	integral	
4	 The	bands	deliberate	effort	to	connect	with	a	specific	‘grassroots’	fan	base,	for	example	
‘Deadheads’,	‘Phishheads’	etc.	
	
	
Whilst	Conners’	work	is	a	milestone	in	attempting	to	define	the	jamband,	its	lack	of	
musicological	detail	or	analytical	examination	of	the	music	restricts	its	scope	and	
value.	Although	interviews	with	band	members	are	fascinating,	and	provide	some	
insight	into	their	perspectives	on	the	term	‘jamband’,	it	must	be	considered	carefully	
as	musicians	can	be	very	evasive,	and	change	opinions	frequently.	An	argument	can	
be	unintentionally	pushed	in	a	chosen	direction	by	presenting	particular	comments	
selectively	and	assembling	them	into	a	certain	order.	Without	reference	to	musical	
examples,	Conners’	proposals	should	be	viewed	as	hypotheses	awaiting	further	
examination	either	to	discount	or	endorse	them.	The	term	‘jamband’	therefore	
requires	more	investigation,	linking	it	directly	with	the	primary	source	of	the	music	
itself.	The	comprehensive	musical	analysis	presented	in	this	thesis	will	therefore	
enable	the	formulation	of	a	more	musically	precise	definition	of	the	term.		
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Graeme	Boone	has	made	two	major	musicological	contributions	to	the	musical	
analysis	of	the	Dead,	with	two	different	analyses	of	‘Dark	Star’	(Boone,	1997	and	
2010).	He	felt	that	the	Dead’s	style	was	sufficiently	different	to	require	examination	
on	‘its	own	terms’,	and	that	existing	analytical	techniques	were	not	adequate	to	do	
justice	to	the	material	(Boone,	1997:	171-210).	Boone’s	first	paper	was	written	in	
1997	and	used	a	traditional	style	of	harmonic	analysis	to	study	‘Dark	Star’.	It	must	be	
noted	that	the	tools	available	for	popular	music	analysis	at	this	time	were	
considerably	less	well	developed	than	those	in	2019.			
	
He	endeavored	to	use	timed	sections	to	map	out	the	track’s	structure,	examining	
how	the	Dead	created	ambiguity	within	their	music.	He	also	proposed	the	idea	that	
the	lyrics	were	intended	to	be	evocative	of	psychedelic	images	relevant	to	the	
counterculture,	which	reflected	a	drug	induced	internal	reality	and	would	be	
appropriate	for	an	audience	tripping	on	LSD	(Boone,	1997,	184).	He	suggested	that	
the	music	reflected	the	lyrics	fluctuating	between	stability	and	instability,	revolving	
around	identity	and	loss	through	a	major/minor	progression.	These	issues	of	musical	
embodiment	have	not	been	researched	in	any	further	detail	and	the	concept	that	
the	Grateful	Dead’s	music	could	be	interpreted	as	‘dance’	music	(as	suggested	by	
Lesh)	as	an	adjunct	to	a	psychedelic	trip	is	an	important	theory,	which	will	be	
explored	in	a	later	chapter.	
	
Boone	attempted	to	analyze	both	of	the	large	improvised	sections	of	‘Dark	Star’.	He	
focused	on	the	guitar	and	bass	parts	and	in	particular	their	movements	in	thirds	
around	the	chords.	He	discussed	the	counterpoint	between	Garcia	and	others	and	
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the	development	towards	the	musical	climax	and	management	of	tonal	conflict.	He	
did	attempt	to	discuss	how	the	shape	of	the	jam	was	controlled	and	developed.	
However,	his	lack	of	available	tools	meant	that	the	analysis	was	on	the	same	terms	
as	for	non-improvised	music	and	it	would	have	been	interesting	if	some	of	the	tools	
now	available	for	the	analysis	of	movement	and	direction	within	improvised	music	
had	been	applied	(e.g.	Mermikides,	2010)	had	been	applied.		
	
I	feel	that	the	admission	of	the	keyboards	and	drums	did	create	a	blind	spot	in	the	
analysis	of	the	harmony,	particularly	when	assigning	time	signatures	and	chords.	
Two	keyboards	could	significantly	change	the	overall	harmony	when	combined	with	
the	guitars,	although	it	would	have	been	difficult	to	isolate	the	exact	notes	that	were	
being	played	due	to	their	position	within	the	soundbox	(Moore,	2012).		
	
The	only	potential	criticism	of	using	traditional	harmonic	analysis	was	that	it	felt	as	if	
he	was	attempting	to	fit	the	music	into	a	framework	for	which	it	was	not	designed.	
This	was	reflected	by	the	reactions	from	the	band	when	presented	with	Boone’s	
article.	Constanten	suggested	that	‘the	paper	sounds	like	a	weather	report	in	French,	
delivered	perfectly	by	someone	who	doesn’t	speak	a	word	of	the	language.	While	
the	points	made	are	all	true,	the	spirit	of	the	paper	has	nothing	to	do	with	the	spirit	
in	which	the	music	was	made’	(Boone,	1997).	The	author	was	very	open	in	
acknowledging	these	criticisms.	It	should	be	noted	that	the	band	disagreeing	with	
aspects	of	the	analysis	does	not	necessarily	invalidate	it	as	an	academic	exercise,	and	
Garcias’s	response	that	it	was	in	E	and	Weir	and	Lesh	thought	that	it	was	in	A	
actually	proved	Boone’s	argument.	Only	one	recording	was	examined	in	detail,	and	
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as	it	was	an	improvisational	platform,	the	song	might	have	ended	up	in	completely	
different	harmonic	territory	on	another	occasion.	Furthermore,	another	way	of	
understanding	the	music	would	be	that	the	band	was	playing	poly-modally,	and	that	
individual	components	were	therefore	different	from	the	overall	effect,	in	which	
only	tonal	centers	can	be	identified.	It	may	also	be	possible	that	the	band	members	
were	not	fully	aware	of	what	they	were	doing	from	a	theoretical	perspective.	
Unconscious	competence	is	a	common	phenomenon	amongst	individuals	
performing	many	practical	tasks	to	a	high	degree	of	expertise.	The	Dead	were	
performers,	not	academic	scholars	and	a	rejection	of	Boone’s	analysis	on	a	basis	of	
their	comments	alone	would	not	be	appropriate.	These	possibilities	reflect	the	
difficulties	in	using	standard	musicological	tools	for	analyzing	jambands,	but	it	was	
not	until	Boone	attempted	to	analyze	a	track	that	these	problems	were	identified.	It	
is	therefore	important	to	selectively	choose	the	best	contributions	that	Boone	found	
worked	and	make	use	of	them.		
	
Boone	returned	to	‘Dark	Star’	in	2010,	where	he	analyzed	it	again	viewing	it	from	a	
different	perspective.	This	was	by	using	a	method	that	he	felt	applied	to	the	Dead’s	
earlier	works	and	one	that	could	be	considered	to	be	more	sensitive	to	the	
associated	counterculture.	Boone	focused	on	the	Buddhist	perspective	and	the	idea	
of	Mandalas,	which	viewed	at	their	simplest	convey	the	idea	of	a	circle	demarcating	
a	physical	territory	or	other	totality.	There	are	many	usages	of	the	term	according	to	
the	context	to	which	it	is	involved.	One	type	of	Mandala	is	the	offering	of	entire	
world	systems.	When	referring	to	sound,	the	concept	is	of	a	set	of	three	Mandalas	of	
body,	voice	and	mind	(Boone,	2010).	Applications	of	these	concepts	are	an	attempt	
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to	draw	together	the	spiritual	beliefs	of	the	counterculture	(Cohen,	2011)	with	the	
structure	of	the	music,	see	Figure	1.2.	The	main	tonal	reference	is	represented	by	
the	circle’s	center,	containing	the	tonic	chord	I,	immediately	surrounded	by	the	
‘chord	cycle’	of	the	‘Dark	Star	Progression’	(DSP),	the	tonic	I	(A	major)	chord	and	the	
dominant	v	(E	minor)	chord.	The	horizontal	axis	marks	the	progression	through	the	
work	itself:	T1	=	1st	instrumental	tag,	V1	and	C1	=	1st	sung	verse	and	chorus,	T2	=	2nd	
instrumental	tag,	V2	C2	=	2nd	sung	verse	and	chorus	and	T3	=	the	3rd	instrumental	
tag.	
	
The	area	above	and	below	the	representation	of	the	unfolding	of	the	work	
represents	the	arena	of	the	instrumental	jams,	including	any	of	the	thematic	jams	
such	as	the	‘Mind	left	Body	Jam’,	and	highlighted	other	sonic	events,	and	tracked	
them	across	sixty-three	1960s	‘Dark	Star’s’.	Boone	explains	that	‘the	Mandala	sorts	
these	events	according	to	two	opposable	hemispheres:	those	falling	beneath	the	
central	core	represent	agents	of	tonal	stability	or	anchoring,	whilst	those	rising	
above	represent	agents	of	tonal	tension	or	questioning’	(Boone,	2010).	
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Figure	1.2:	Boone’s	Mandala	for	a	late	1969	Version	of	‘Dark	Star’	(Boone,	2010:	101)	
T1	=	1st	instrumental	tag	
V1,	C1	=	1st	sung	verse	and	chorus	
T2	=	2nd	instrumental	tag	
V2,	C2	=	2nd	sung	verse	and	chorus	
T3	=	3rd	instrumental	tag	
	
	
This	method	of	analysis	can	be	challenging	to	musicologists	in	that	its	design	
purposefully	abandons	the	terminology	and	reference	points	that	are	conventionally	
used.	In	doing	this	Boone	succeeds	in	connecting	the	music	with	the	counterculture,	
and	for	this	he	should	be	commended.	It	is	of	greatest	value	in	helping	explain	
musical	structure	to	the	‘general	public’	and	to	fans	of	the	Dead	who	lack	a	musical	
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training,	and	through	this	means,	provides	a	bridge	between	fan	literature	and	
academic	discourse.	A	drawback	of	this	approach	is	that	much	of	the	terminology	is	
subjective	and	its	usefulness	as	an	analytical	tool	is	currently	unclear.	Whilst	Boone	
used	this	approach	effectively	as	a	means	of	understanding	this	specific	track	and	
the	Dead’s	earlier	more	‘cosmic’	jams,	it	is	likely	that	the	technique	could	only	be	
used	selectively.	It	must	be	remembered	that	over	half	of	the	Dead’s	songs	were	not	
used	as	large-scale	improvisational	platforms,	and	only	a	couple	of	those	were	
developed	to	the	degree	of	‘Dark	Star’.	
	
The	most	developed	musicological	contribution	to	the	analysis	of	the	Grateful	Dead’s	
music	was	made	by	David	Malvinni	in	his	2013	book	Grateful	Dead	and	the	Art	of	
Rock	Improvisation.	In	this	work,	he	undertook	a	detailed	study	of	improvisational	
techniques	used	by	the	Dead,	and	investigated	how	they	achieved	a	unique	
connection	between	themselves	and	the	audience,	describing	their	shows	as	‘a	site	
of	transcendental	experience,	cosmic	exploration,	or	magic’	(Malvinni,	2013),	which	
would	lead	to	a	characteristic	he	referred	to	as	‘Deadness’.	As	was	the	case	with	
Conners’	work,	Malvinni	privileges	the	importance	of	live	improvisation	as	a	key	
essence	of	the	Grateful	Dead	experience,	but	was	aware	that	their	music	included	
many	other	important	features.	He	does	not	examine	any	of	their	less	improvised	
works,	concentrating	all	of	his	attention	upon	their	‘improvisational	showcases’.	
	
According	to	Malvinni,	the	concept	of	‘Deadness’	was	a	‘path	or	way’	of	playing.	He	
suggested	that	there	were	four	main	criteria	by	which	a	successful	Grateful	Dead	
improvisation	may	be	evaluated:	Ensemble,	X-factor,	Synchronicity	and	Risk	taking,	
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summarized	in	Figure	1.3.	This	proposed	model	suited	the	counterculture’s	belief	
better	than	traditional	analysis	as	‘the	Grateful	Dead	functioned	as	a	conduit	for	
universal	consciousness,	for	the	group	mind’	(Malvinni,	2013:	15).		
	
Figure	1.3:	The	determination	of	‘Deadness’.	(Malvinni,	2013:	13)	
‘Deadness’	indicator	 Description	
Ensemble	 How	well	the	band	communicates	with	each	other,	altering	their	
playing	in	response	to	the	other	members,	picking	up	on	any	changes	
and	shaping	a	coherent	jam	
X	Factor	 The	attempt	to	achieve	‘the	psychedelic	effect’	through	improvisation.	
The	‘transcendental’	or	‘music	expanding	consciousness’	
Synchronicity	 Group	telepathy.	How	well	the	band	play	‘as	one’		
Risk	Taking	 Willingness	to	work	outside	the	individuals’	comfort	zone	during	
improvisations	
	
A	potential	criticism	of	this	approach	is	that	it	would	prove	difficult	to	precisely	
define	when	a	moment	of	‘Deadness’	was	occurring	and	due	to	the	historic	nature	of	
the	recordings	it	would	be	impossible	to	question	audience	members	as	to	whether	
or	not	this	really	was	occurring	when	he	said	it	was.	It	could	possibly	be	investigated	
with	their	more	recent	collaborations,	although	it	would	not	fully	be	a	measure	of	
the	Dead	themselves	due	to	the	lineup	changes,	although	‘Deadness’	as	a	concept	
might	be	found	in	other	jambands	E.g.	‘Phishness’.		
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Whether	all	audience	members	experience	‘Deadness’	as	a	collective	experience,	a	
concept	Malvinni	proposed,	is	less	clear,	and	although	an	embodied	response	is	
clearly	important	to	the	listener,	it	may	not	be	occurring	at	the	same	point	for	
everyone.	This	would	be	best	investigated	by	audience	interviews	directly	after	an	
event,	which	clearly	cannot	be	achieved	retrospectively.	
	
Malvinni	appreciated	Boone’s	work	and	commented	that	‘what	efforts	like	Boone’s	
work	show	is	the	normative	musical	choices	and	building	blocks	that	are	available	in	
a	piece	like	‘Dark	Star’,	from	which	we	can	then	investigate	its	departure’	(Malvinni,	
2013).	Malvinni	believed	that	the	Dead’s	improvisations	were	influenced	over	their	
early	career	by	a	few	principal	musicians,	and	the	ideas	that	they	held:	
Stockhausen’s	belief	in	‘intuitive	music’,	Berio’s	concept	of	moving	sound	around	the	
concert	hall	and	his	‘postmodernist	fascination’,	Cage’s	reference	to	‘free	aesthetic	
abandonment	as	indeterminacy’	and	John	Coltrane	and	Miles	Davis’s	modal	
improvisational	approach	(Malvinni,	2013:	106-115).		
	
Throughout	the	book,	Malvinni	strongly	voiced	the	opinion	that	the	Grateful	Dead’s	
most	experimental	performances	were	between	1965-1974,	and	that	anything	
afterwards	never	met	the	creativity	of	those	early	jams,	hence	his	decision	to	focus	
his	research	towards	their	earlier	jam	based	showcases.	I	feel	that	this	approach,	
although	done	exceedingly	well,	is	reductionist,	and	that	to	discard	the	period	1975-
1995	and	over	half	of	their	creative	output	misses	the	improvisational	subtleties	
embedded	throughout	their	work,	and	which	can	still	be	found	in	current	live	
performances	by	surviving	members.	I	will	not	be	examining	works	after	1973	in	this	
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thesis,	principally	to	allow	enough	space	to	perform	a	detailed	analysis	of	the	bands	
stylistic	developments	throughout	the	‘Pigpen’	era,	but	I	am	not	by	any	means	
dismissing	their	later	works	as	unimportant	or	lacking	creativity;	these	years	deserve	
to	be	the	subject	of	dedicated	research	in	the	future.	
	
Malvinni	explained	how	their	improvisations	started	as	a	means	to	create	a	longer	
show	from	a	limited	set	list,	adopting	an	Indian	raga	or	drone	principle,	where	a	
limited	vertical	harmony	allowed	them	to	focus	more	on	creating	polymorphic	jams	
with	defined	architecture	within	their	improvisations.	He	further	argued	that	there	
were	two	main	forms	of	improvisational	structure	that	the	band	used,	type	1	and	
type	2.	The	type	of	improvisation	used	in	a	song	tended	to	be	connected	to	whether	
or	not	they	intended	to	use	it	for	large-scale	improvisation,	see	figure	1.4.	
	
Figure	1.4:	Types	of	improvisation.	(Malvinni,	2013:	202)	
Type	1	improvisation	 Involves	using	a	single,	or	two-chord	progression,	usually	interwoven	with	
a	modal	melody.	This	is	built	into	the	structure	of	the	song,	and	may	or	
may	not	feature	reference	to	the	main	melody.	(E.g.	Dark	Star,	the	Other	
One,	Alligator	etc.)	
Type	2	improvisation	 Uses	the	chord	progression	of	the	verse	or	chorus	and	features	a	lead	
section	based	on	the	songs	main	melody	or	versions	of	it.	(E.g.	Touch	of	
Grey	or	Eyes	of	the	World)	
	
He	suggested	that	throughout	their	longer	jams,	the	Dead	used	thematic	signposts	
or	composed	episodes	as	structural	release	points,	creating	shape	and	moments	of	
convergence.	For	longer	jams,	these	helped	fans	to	gain	a	sense	of	orientation,	and	
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were	present	in	improvisations	across	shows,	such	as	the	infamous	‘Mind	Left	Body	
Jam’	and	‘Feeling	Groovy	Jam’	found	within	‘Dark	Star’.	Malvinni	also	highlighted	the	
band’s	tendencies	to	include	riffs	and	ideas	from	other	musical	material	of	their	own	
and	others	in	their	improvisation	pathways.	From	press	interviews	Lesh	was	known	
to	have	said	‘the	improvisation	over	the	drone	note	derives	from	ethnic	music	
practices	the	world	over,	and	helped	us	figure	out	how	to	play	longer	in	new,	more	
interesting	ways’	(Malvinni,	2013:	138).	He	went	further	to	outline	the	Dead’s	
creation	of	tonal	ambiguity	within	their	music:	‘no	musicians	did	more	to	ignore	the	
rules	of	the	tonal	system’	(Everett,	2008,	120-121).		
	
Malvinni	went	on	to	suggest	ways	that	this	effect	was	achieved	through:	- Their	use	of	the	♭VII	chord	and	its	subsequent	movement	to	the	
subdominant	- The	reduction	of	a	chord	progression	in	the	instrumental	sections	to	just	one	
or	two	chords,	reducing	the	vertical	harmony	making	way	for	more	modal	
improvisation	and	voice	leading	- Alteration	of	the	traditional	blues	format	(E.g.	the	11.5	bar	blues	found	in	
‘Viola	Lee	Blues’),	the	substitution	of	the	V	chord	with	a	♭VII	- Use	of	non-functional	harmonic	progressions	and	inclusion	of	unstable	
chords	to	create	further	ambiguity	- Adding	tones	from	outside	the	scale	or	modes	tonal	parameters,	in	effect	
merging	them	together,	blurring	the	boundaries	of	the	perceived	harmony	
and	including	the	major	and	minor	scale	features,	usually	in	the	pentatonic	
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- Garcia’s	solo	voice	leading	and	his	defined	melodic	voicing,	with	a	tendency	
to	withhold	key	notes	for	use	in	climactic	passages	- Choice	of	key	signature,	chord	progression	and	its	use	in	song	morphing	- Use	of	compound	time	signatures		- Keeping	their	music	‘open’	and	allowing	it	to	take	any	potential	direction.	The	
idea	of	cosmic	improvisation.	‘Being	high,	each	note,	you	know,	is	like	a	
whole	universe.	And	each	silence’	(Malvinni,	2013,	76)	- The	similarities	to	tone	poems	- Consciously	composing	tight	sequences	that	would	bind	and	tie	their	
improvisatory	episodes	together	
	
Malvinni’s	work	was	influential,	and	provided	an	insight	into	the	basics	of	how	the	
Grateful	Dead	constructed	an	improvisational	jam.	His	examination	of	harmony	and	
use	of	modes	provides	a	valuable	foundation	for	further	work.	He	attempted	to	
develop	a	structure	for	the	analysis	of	the	Grateful	Dead’s	improvisations,	and	he	
was	successful	in	this	respect.		
	
Whilst	Malvinni	did	develop	a	method	for	analysis,	this	was	so	routed	in	the	social	
constructs	of	‘Deadness’,	that	its	application	as	an	analytical	tool	was	limited.	His	
reason	for	his	choice	of	tracks	for	examination	was	not	clearly	explained,	and	his	
process	of	analysis	was	inconsistent	between	tracks.	He	would	sometimes	analyze	a	
track	in	considerable	detail,	but	would	more	often	look	on	a	very	superficial	level.	
Much	of	his	discussion	attempted	to	relate	the	music	to	the	concepts	of	‘Deadness’	
without	clear	musical	evidence	to	support	his	claims.	This	was	noted	in	Jacob	
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Cohen’s	review	of	the	book	(Cohens,	2015,	486-489).	Whilst	Malvinni’s	point	that	
musical	transcription	is	a	poor	representation	of	live	improvised	music	is	correct,	I	
feel	that	the	absence	of	transcriptions	to	illustrate	key	events	within	the	music	does	
limit	his	analysis,	leaving	important	aspects	of	performance	to	nebulous	descriptions	
which	appear	to	sit	uncomfortably	between	true	musicological	discourse	and	fan	
literature.	This	does	not	diminish	the	importance	of	his	work	however,	and	it	should	
be	noted	that	it	is	one	of	very	few	attempts	to	seriously	examine	the	music	itself.	
Whilst	providing	a	basis	for	the	analysis	of	their	improvisational	jams,	it	does	not	
necessarily	apply	to	the	other	half	of	their	music,	which	although	it	does	not	feature	
large	improvisational	sections	does	sound	specifically	‘Dead’.		
	
Michael	Kaler	explored	the	Grateful	Dead’s	approach	to	improvisation	(Meriwether,	
2012,	67-85).	He	proposed	a	conceptual	model,	which	summarized	their	strategy,	
suggesting	that	extended	improvisations	emerged	from	the	main	groove	of	the	song,	
and	returned	to	this	when	finished.	He	felt	that	these	jams	could	be	subdivided	into	
a	variable	number	of	smaller	sections	between	15-60	seconds	in	length,	and	that	
movement	between	these	sections	could	be	initiated	by	band	members	making	
musical	statements.	Any	band	member	could	be	responsible	for	making	such	
statements,	and	although	the	traditional	roles	of	instrumentation	were	not	
challenged,	any	of	the	band	members	could	move	into	the	foreground,	and	
leadership	was	available	to	any	member.	He	proposed	that	jamming	sessions	would	
end	on	a	highpoint	of	dynamics,	volume	or	frenzy,	after	which	the	main	groove	of	
the	song	would	be	re-introduced.	Kaler	suggested	that	extended	improvisational	
sections	tended	to	occur	at	the	end	of	the	song	after	the	form	had	been	played	
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through,	although	he	recognized	that	this	only	applied	to	the	early	Dead	works	
before	song	morphing	became	a	characteristic	feature	of	their	playing.	
Kaler	proposed	that	the	Grateful	Dead	approached	improvisation	from	the	position	
of	a	collective	consciousness,	where	each	of	the	band	members	could	take	a	lead	
role,	and	that	in	this	way	their	improvisations	differed	markedly	from	the	process	of	
traditional	jazz	improvisation.	He	also	felt	that	the	Dead	did	not	abandon	structure	
but	rather	allowed	free	movement	within	defined	parameters.	The	groove	of	the	
song	is	maintained	along	with	the	overall	tonal	and	rhythmic	feel	of	the	piece,	and	in	
this	way	differed	from	free	jazz.	Kaler	described	the	Dead’s	improvisations	as	a	
‘soup’	with	markers	and	pointers,	and	that	when	the	band	moved	from	playing	the	
song	to	‘just	playing’	they	were	entering	the	soup.	Whilst	Kaler	referred	continuously	
to	these	signposts,	he	was	vague	in	describing	what	they	were,	referring	broadly	to	
‘markers’	as	a	change	in	feel	signaled	by	one	member	briefly	rising	to	the	foreground	
and	making	a	musical	statement	which	the	others	echo	or	respond	to,	with	‘pointers’	
leading	to	new	musical	territory,	which	could	be	as	vague	as	descending	to	a	low	
note	or	playing	more	softly.	I	feel	that	this	examination	does	raise	some	important	
questions	and	theories	around	the	Dead’s	improvisational	style.	He	does	reference	
numerous	musical	examples,	although	his	coverage	is	superficial,	and	I	believe	that	
the	ideas	he	raises	can	form	a	good	starting	point	for	further	analysis	and	
investigation.		
	
Richard	Pettengill	believed	that	the	most	distinctive	musical	feature	of	the	Dead	was	
‘the	art	of	collective	free-form	improvisation:	the	ability	to	improvise	in	a	collective	
mode	in	which	all	musicians	contribute	to	various	extents	and	in	various	ways	to	a	
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performed	group	exploration’.	In	his	essay	‘Performing	Collective	Improvisation’,	he	
highlighted	the	lack	of	musicological	work	on	the	band	and	its	focus	on	them	as	a	
cultural	phenomenon.	Pettengill	chose	to	focus	on	the	band	member’s	stage	
persona	and	on	stage	communication	during	their	poly-instrumental	jams,	and	how	
it	shaped	the	directions	of	their	improvisations.	He	achieved	this	by	examining	the	
live	video	of	‘Dark	Star’	in	concert	on	8/27/72.	Pettengill	suggested	that	the	
communication	consisted	of	gestural	and	aural	signals,	and	that	their	adopted	
persona	provided	visual	cues	that	would	push	the	jams	in	selected	directions.	He	
adopts	Frith’s	three	layers	of	performance	behavior	(real	person,	performance	
persona	and	character)	and	used	them	to	interpret	their	uses	in	guiding	the	
improvisation	(Pettengill,	2013,	37-51).		
	
My	feeling	is	that	although	intriguing,	I	am	unsure	about	the	level	of	accuracy	
contained	within	such	a	venture.	More	simple	gestures	such	as	facial	expressions	
when	mistakes	are	made	or	mouthed	words	to	other	players	are	easier	to	establish,	
but	there	was	a	lot	of	suggestions	about	movements	made	that	were	ambiguous.	For	
example,	Garcia	adjusting	the	tuning	of	his	guitar	or	turning	his	back	to	the	audience	
to	make	changes	to	his	amplifier	set	up	does	not	necessarily	indicate	authenticity	to	
his	professional	playing,	or	is	in	fact	unique	to	him	and	guiding	the	jam.	Most	
guitarists	have	a	habbit	for	making	small	adjustments,	and	might	be	accounted	for	
due	to	superstition	or	unrealized	compulsive	behavior.	Another	example	was	the	
suggestion	that	the	target	piece	was	missinterpreted	on	coming	out	of	‘Dark	Star’	
and	Garcia	started	‘Morning	Dew’	where	Weir	intended	‘El	Paso’.	This	could	well	be	
correct,	but	without	any	music	notation	provided	as	evidence,	it	could	be	taken	as	
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just	musical	teasing,	to	excite	fans	as	to	which	song	would	eventually	be	played,	
although	the	Dead	were	at	the	time	noted	for	being	opposed	to	‘showbiz’	behavior	
and	such	actions	were	more	often	seen	in	jams	and	tuning	breaks.	I	feel	that	the	
ideas	proposed	by	Pettengill	are	deserving	of	further	research,	and	with	such	a	large	
number	of	filmed	shows	could	potentially	yield	valuable	results.	However,	this	essay	
would	have	benefited	from	more	musical	examples	to	back	up	the	proposals	made.		
	
It	is	evident	in	reviewing	the	literature	pertaining	to	the	Grateful	Dead	that	two	
trends	emerge:	the	works	can	appear	too	technical	to	appeal	to	the	casual/fan	
reader	yet	lack	the	rigor	expected	of	an	academic	publication.	Furthermore,	an	
unstructured	approach	to	understanding	the	band’s	music	has	been	taken	with	
analysis	concentrated	on	popular	tracks	rather	than	attempting	to	examine	their	
works	systematically	in	an	analytical	manner.	It	is	perhaps	unfair	to	criticize	the	
individual	authors	for	this,	as	many	come	from	the	background	of	Grateful	Dead	
fandom	themselves.	The	works	of	Boone	and	Malvinni	in	particular	represent	the	
only	analytical	works	undertaken	in	this	area,	and	provide	a	very	good	starting	point	
for	further	academic	study.	This	should	be	regarded	as	unexplored	territory,	
analogous	to	the	first	signposts	towards	a	new	frontier	rather	than	a	poorly	made	
road.			
	
1.2.2	Literature	not	specifically	about	the	Grateful	Dead:	
Christopher	Doll	published	a	paper	in	2009	called	‘Transformations	in	Rock	
Harmony’.	In	this	he	outlined	the	different	ways	that	chords	can	be	transformed	in	
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rock	music,	see	figure	1.5.	Although	not	specific	to	jambands	or	the	Dead,	this	is	a	
frequently	used	model	and	will	prove	useful	when	analyzing	their	work.	
	
Figure	1.5:	Doll’s	Types	of	chord	transformations:	(Doll,	2009)	
Harmonic	
Transformations	
Type	 Description	
	 Chord	substitution	 Number	of	chords	stays	the	same	
	 Chord	addition	 Chords	are	added	
	 Chord	subtraction	 Chords	are	removed	
Type	of	chord	
substitution	
	 	
	 Colouristic	 Changes	the	chord’s	color	
	 Roman	numeric	 Change	in	Roman	numeral	and	color	
	 Functional	 Change	in	the	chord’s	function	(usually	the	above	
two	as	well)	
	 Hierarchical	 Changes	the	chords	position	in	the	progressions	
hierarchy	
Types	of	harmonic	
transformees	
	 	
	 Norm	 A	general	preceding	structure	
	 Precedent	 A	particular	preceding	structure	
	 Precedent	 A	set	preceding	structure	
	 Complete	structure	 An	implied	structure,	whole	or	partial	
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1.3	Methodology:	
1.3.1	Defining	jambands:	
The	term	‘jamband’	can	be	ambiguous,	as	there	is	a	tendency	for	any	group	that	
does	not	neatly	fit	into	a	category	and	includes	improvisation	within	their	works	to	
be	incorporated	under	this	title.	The	Grateful	Dead	were,	however,	acknowledged	to	
be	the	first	jamband	and	it	is	their	musical	style	that	the	definition	has	to	describe	
accurately	above	all	else.	In	attempting	to	define	the	jamband,	it	is	necessary	to	
create	a	formulation	that	closely	fits	the	Grateful	Dead.	Later	groups	that	identify	as	
jambands,	but	do	not	quite	fit	into	such	a	classification	system,	may	well	be	
splintering	off	as	a	different	musical	style	that	has	grown	out	of	the	jamband	scene,	
analogous	to	many	other	musical	genres	such	as	heavy	metal;	their	looseness	of	fit	
with	the	core	definition	is	less	important.	Due	to	the	nature	of	jambands	and	their	
frequent	adoption	of	new	styles	and	equipment,	the	definition	itself	needs	to	be	
fluid	and	able	to	evolve	to	take	account	of	the	latest	developments.	
	
As	discussed	in	the	literature	review,	Conners	proposed	a	definition	comprising	
headline	characteristics	that	all	jambands	share,	and	I	will	adopt	this	model	with	the	
addition	of	three	further	points:	the	division	of	a	concert	into	two	or	more	sets	
consisting	of	several	song	cycles,	the	willingness	to	perform	jams	with	other	
musicians	(jamband	or	not),	and	the	efforts	made	to	alternate	set	lists	so	that	there	
are	as	few	repetitions	of	songs	as	possible	for	their	grassroots	fan	base,	who	follow	
them	on	tour,	see	figure	1.6.	Perhaps	the	most	important	adaptation	of	this	model	is	
the	recognition	of	the	‘improvisational	showcase’	within	every	concert.	This	typically	
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occurred	in	the	second	set	and	could	form	part	of	a	‘song	cycle’.	These	jams	would	
last	a	substantial	amount	of	time	and	served	for	many	as	both	a	concert	highlight	
and	a	defining	feature,	which	separated	jamband	concerts	from	other	popular	music	
events.	In	a	way,	they	acted	much	like	a	musical’s	eleven	o’clock	number.	
	
Figure	1.6:	Adaptation	of	Conners’	definition	of	the	term	jamband	
	 Key	features	of	the	characteristic	
1	 Dedication	to	creating	a	singular	musical	event	that	is	improvisational	and	shared	by	band	and	
audience.	
2	 Capacity	for	extended	improvisation.		
3	 The	inclusion	of	one	or	more	‘improvisational	showcase’	pieces	within	the	set.	
4	 Emphasis	placed	on	live	performances	rather	than	studio	output.	The	encouragement	to	
record	of	live	performances	is	integral.	
5	 The	bands	deliberate	effort	to	connect	with	a	specific	‘grassroots’	fan	base,	for	example	
‘Deadheads’,	‘Phishheads’	etc.	
6	 Jamband	concerts	are	divided	into	two	or	more	sets,	featuring	more	improvisation	in	the	
second	set.	Song	cycles	are	a	feature	of	the	sets.	
7	 The	endeavor	to	perform	with	guest	musicians,	to	allow	for	the	exchange	of	musical	ideas.	
8	 The	willingness	to	keep	a	large	repertoire	of	playable	songs	so	that	their	set	lists	can	be	
frequently	altered	so	that	grass	roots	fans	gain	a	different	musical	experience	with	every	
show,	with	as	few	repeated	songs	as	possible.	
	
I	will	return	to	the	definition	of	a	jamband	in	the	closing	chapters	of	this	thesis	in	
order	to	draw	together	the	findings	from	the	analyses	in	chapters	2-6	to	formulate	a	
more	precise	and	concise	definition	of	the	term.		
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1.3.2	Layers	of	Grateful	Dead	musical	structure:	
In	my	final	year	undergraduate	dissertation,	I	adapted	Boone’s	‘Dark	Star	Mandala’	
into	a	more	specific	form,	which	allowed	it	to	be	used	to	help	define	the	structure	of	
the	Dead’s	music	in	a	more	musicological	way	(Longcroft-Wheaton,	2016,	17).	For	
the	purpose	of	this	thesis,	tracks	featuring	explorative	improvisation	will	not	be	
favored	or	separated	from	other	tracks,	and	this	will	allow	the	model	to	be	applied	
to	all	of	the	Dead’s	music	rather	than	purely	to	improvisational	works.		
	
Boone’s	theory	used	the	Buddhist	Mandala	to	propose	a	variety	of	levels	within	the	
music.	I	propose	a	slightly	different	layered	structure.	Instead	of	chaos,	tension,	
stability	and	cosmos,	I	propose	that	the	Dead’s	music	can	be	broken	down	into	four	
distinct	layers,	see	figure	1.7.	These	structural	layers	usually	function	in	a	variety	of	
combinations	to	a	differing	degree	and	can	be	used	to	help	break	down	and	analyze	
the	band’s	tracks.	A	more	detailed	version	showing	possible	applications	of	how	it	
can	be	used	is	shown	in	figure	1.8.	
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Figure	1.7:	The	layers	of	Grateful	dead	music	structure	
Layer	 Contents	
1	 The	most	basic	structural	features	of	the	track.	The	vocal	melody	line,	the	overall	
structure	(E.g.	intro,	verse	1,	chorus	1,	instrumental	etc.)	and	the	basic	harmony	and	
chord	progression.	Instrumentation	would	also	be	included	in	this	layer,	as	jamband	
lineups	remain	relatively	constant	over	time	with	the	exception	of	the	death	of	one	of	
the	members.		
2	 Structural	improvisation	is	where	the	band	members	adjust	their	part	within	the	
framework	of	the	first	layer.	E.g.	Weir’s	part	to	‘China	Cat	Sunflower’,	in	which	the	
main	riff	is	similar	but	never	the	same.	Chord	transformation,	substitution	and	
augmentation	would	be	included	in	this	layer.	
	
3	 Large	scale	improvisation.	This	is	where	Malvinni’s	type	1	and	type	2	improvisation	is	
strongly	represented.	It	defines	the	type	of	improvisation	used	within	the	piece.	
	
4	 Song	morphing.	This	is	where	one	song	seamlessly	segues	into	another	through	
carefully	shaped	improvisation	and	chord	transformations.	This	song	morphing	
generally	forms	a	whole	performance	sequence	E.g.	‘Dark	Star’	>	’The	Other	One’	>	
’Dark	Star’	>	’Warf	Rat’	>	’St.	Stephen’	>	’Good	Lovin’’,	seen	on	12/31/78.	The	Dead	will	
also	include	known	themes	and	parts	of	songs	within	these	morphings.	
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Figure	1.8:	Layers	within	Grateful	Dead	tracks	
Layer	 Contents	 Basic	details	found	
within	the	layers	
Intricate	details	
1	 Basic	Structure	 - Overview	
	
	- Harmonic	content	
	 - Melody	line	
	
-	Intro/verse/chorus/jam	Etc.	The	basic	
block	structural	events	that	occur	
throughout	the	song.	
-	The	track’s	basic	chord	progression	that	is	
found	throughout	the	track	and	where	
they	are	played,	(root,	1st	inversion	Etc.)	
-	How	much	movement	is	found	within	the	
vocal	line?	
-	Who	is	singing?	
-	Have	the	features	of	the	line	been	
changed	from	the	original	if	the	track	is	a	
cover	song?	
2	 Structural	
Improvisation	
How	the	basic	structure	is	
adjusted	by	the	individual	
band	members	improvising	
within	the	framework	of	
layer	1	
Any	chord	transformations,	including	
substitutions,	augmentations,	additions	
and	subtractions	Etc.	
Adjustments	to	the	instrumental	parts	
including;	- Chromatic	additions	- Rhythmic	alterations	- Expansion	or	contraction	of	the	
instrument	line	- Any	change	in	parts	to	allow	for	
guest	musician	roles	
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- Additional	vocal/instrumental	
techniques	(E.g.	falsetto	singing,	
guitar	distortion	Etc.)	
3	 Large	scale	
Improvisation	
Type	1:	single	or	two	chord	
progressions,	with	a	modal	
melody	
	
	
	
	
	
	
	
	
	
Type	2:	Uses	the	chord	
progression	from	the	verse	
or	chorus	including	
material	from	the	songs	
main	sections	
-	The	number	of	chords	in	the	progression	
and	their	suggested	harmony	
-	What	scales	or	modes	are	used?	Are	they	
identifiable,	or	a	mixture	of	features	from	
two	or	more	
-	Are	thematic	signposts	used?	What	are	
they	and	where	do	they	come	from?	
-	Has	the	vertical	or	horizontal	harmony	
changed	
-	Can	a	time	signature	be	assigned,	is	it	
free	time?	Or	does	the	phrasing	need	to	be	
examined	
-	Does	the	chord	progression	contain	any	
alterations?	
-	What	themes	are	used	from	the	
memorable	sections	and	how	are	they	
altered.	
4	 Song	Morphing	 When	one	track	morphs	
into	another	
-	What	is	the	chord	progressions	used	to	
negotiate	the	path	from	the	end	of	one	
song	to	the	start	of	the	other?	
-	Does	the	morphing	jam	need	to	
modulate	to	a	different	key	signature?	
-	Is	material	used	from	other	tracks?	
-	Does	the	morphing	feature	characteristic	
jams?	
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I	will	look	into	specific	layers	using	selected	tracks	as	examples.	Whilst	the	layered	
model	will	be	referenced	throughout,	certain	aspects	will	be	concentrated	upon	
within	individual	pieces	as	appropriate.	For	example,	in	chapter	2’s	analysis	of	‘Big	
Boss	Man’,	the	emphasis	will	be	placed	upon	layers	1	and	2,	as	the	track	does	not	
feature	a	layer	3	jam.	Conversely,	the	analysis	of	‘Caution’	in	chapter	3	will	center	on	
layer	3,	where	the	case	study	will	focus	on	one	of	the	songs	long	poly-instrumental	
jams.	Layer	4’s	morphing	will	be	the	main	feature	of	chapter	4s	analysis	of	a	Grateful	
Dead	song	cycle.	Chapter	5	will	predominantly	examine	developments	within	layers	
1	and	2.	Chapter	6	will	attempt	to	draw	this	together	and	look	at	all	four	of	the	
layers	within	the	changes	made	to	one	piece	over	time.	
	
1.3.3	Concert	Overview:	Viewing	the	Dead’s	work	as	a	whole	
My	previous	analytical	tool	examines	the	Dead’s	works	as	individual	pieces.	
However,	it	is	important	to	appreciate	that	there	is	evidence	to	believe	that	we	
should	be	appreciating	a	larger	picture	and	examining	their	works	as	a	whole	concert	
or	even	a	tour.	
	
By	the	1970s	the	Grateful	Dead	had	developed	a	large	repertoire	of	pieces,	and	
would	generally	try	to	avoid	repetition	to	enhance	the	experience	for	loyal	fans.	
They	developed	a	selection	of	tracks,	which	could	go	unplayed	for	some	time	
between	outings.	These	tracks	gained	significance	as	‘rarities’	that	fans	would	
eagerly	anticipate.	In	addition,	there	were	‘desirable	numbers’,	usually	
improvisational	showcases	that	fans	would	expect	to	hear	more	frequently,	and	
count	down	the	days	between	appearances,	for	example	‘Dark	Star’.	Cover	songs	
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were	again	an	important	part	of	the	Dead’s	repertoire,	and	not	treated	as	inferior	to	
their	original	material.	For	example,	‘In	the	Midnight	Hour’	grew	in	improvisational	
length	almost	to	that	of	‘Dark	Star’.	
	
I	propose	that	in	addition	to	my	‘layered	approach’	for	analyzing	individual	tracks,	a	
tool	is	needed	to	examine	the	whole	concert	set.	I	suggest	therefore	that	the	live	
shows	can	be	viewed	in	five	stages;	the	Tour	>	Concert	>	Sets	>	Song	Cycles	>	
Individual	Songs.	This	can	be	developed	into	a	structured	model	using	information	
from	Deadbase	50,	see	figure	1.9.	
	
Figure	1.9:	The	whole	concert	principle	
Key	
Features	
Importance	 Example	from	Shoreline	
Amphitheatre	6/16/90	
The	Tour	 Shows	the	track	and	song	cycle	selections	
across	the	tour	rather	than	confined	to	the	
microcosm	of	just	one	show		- How	many	times	did	a	track	show	
up?	- 	What	improvisational	showcases	
were	used?	
	
Concert	 The	overview	of	the	concert	as	a	whole	
including	rarities,	desired	numbers	(E.g.	
‘Dark	Star’)	and	cover	songs	
Rarities:	- ‘We	Can	Run’	received	its	
first	live	performance	- ‘Big	Boss	Man’	
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Desired	Numbers:	- ‘Terrapin	Station’	- ‘China	Cat	Sunflower’/	‘I	
Know	You	Rider’	- ‘Estimated	Prophet’	
Cover	Songs:	- ‘Let	the	Good	Times	Roll’	- ‘Big	River’	- ‘Big	Boss	Man’	- ‘It’s	All	Over	Now	Baby	
Blue’	
Set	1,	2,	3	
Etc.	
	
Set	1	
Tends	to	be	less	experimental	with	shorter	
songs	and	fewer	song	cycles	
	
	
	
	
	
	
	
Set	2	
Generally,	contains	more	experimental	
tracks	featuring	longer	jams	and	usually	
one	or	two	improvisational	platforms	
	
‘Let	the	Good	Times	Roll’	>	
‘Truckin’’	>	
‘Touch	of	Grey’	
‘Mama	Tried’	>	
‘Big	River’	
‘Friend	of	the	Devil’	
‘Cassidy’	
‘Big	Boss	Man’	
‘One	More	Saturday	Night’	
	
‘China	Cat	Sunflower’	>	
‘I	Know	You	Rider’	>	
‘We	Can	Run’	
‘Estimated	Prophet’	>	
‘Terrapin	Station’	>	
‘Jam’	>	
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‘Space’	>	
‘Drums’	>	
‘China	Doll’	>	
‘Sugar	Magnolia’	>	
‘It’s	All	Over	Now,	Baby	Blue’	
Song	Cycles	 The	collections	of	songs	that	do	not	have	a	
defined	end,	and	instead	morph	through	
improvisational	means	into	the	next	song	
Set	1	
	
	
	
	
Set	2	
	
	
	
‘Let	the	Good	Times	Roll’	>	‘Truckin’’	
>	‘Touch	of	Grey’	
	
‘Mama	Tried’	>	‘Big	River’	
	
‘China	Cat	Sunflower’	>	‘I	Know	You	
Rider’	>	‘We	Can	Run’	
	
‘Estimated	Prophet’	>	‘Terrapin	
Station’	>	‘Jam’	>	‘Space’	>	‘Drums’	>	
‘China	Doll’	>	‘Sugar	Magnolia’	
Individual	
Songs	
The	songs	that	are	played	in	the	concert	
and	make	up	the	whole	set	list.	
The	whole	set	
	
In	each	chapter	I	will	use	this	structure	to	provide	a	context	for	the	analysis,	and	to	
establish	where	an	individual	track	fits	into	the	larger	picture.	For	chapter	5,	where	
the	analysis	focuses	on	the	albums,	I	will	look	at	examples	of	set-lists	where	the	
songs	typically	appeared,	and	I	will	use	this	model	to	contextualize	the	tracks’	
significance	within	the	Dead’s	repertoire	as	a	whole.		
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1.3.4	Transformations	and	M-space:	
Milton	Mermikides	proposed	significant	theories	surrounding	the	process	of	jazz	
improvisations,	and	recognized	that	conventional	notation	was	inadequate	for	
describing	the	process.	Whilst	a	standard	transcription	could	represent	scales,	
melodic	material,	structures	and	harmonic	extensions,	important	features	of	
improvisations	such	as	rhythmic	feel,	timbral	modulation	and	melodic	interpretation	
were	ignored.	He	suggested	that	the	improvisational	process	is	essentially	a	train	of	
thought,	where	each	musical	object	consists	of	a	set	of	properties	and	new	material	
is	created	by	altering	these	parameters,	including	those	hard	to	notate	such	as	
timbre,	articulation	and	micro-timings.	He	proposed	that	a	single	phrase	could	form	
the	impetus	for	any	number	of	subsequent	phrases	through	this	transformative	
process,	and	that	with	sufficient	transformation	a	completely	new	phrase	unit	is	
formed.	The	units	could	form	into	a	common	ideas	pool,	which	members	of	an	
ensemble	could	share,	and	that	a	performer’s	identity	should	not	be	simply	
examined	on	the	basis	of	their	harmonic	and	rhythmic	vocabulary,	but	on	the	types	
of	transformative	processes	employed.	This	led	into	his	concept	of	M-space	(musical	
space	modeling).		
	
M-space	modeling	is	a	way	of	visually	representing	the	musical	choices	the	
improviser	faces.	It	enables	the	possible	transformations	to	be	represented	as	the	
axis	on	a	three-dimensional	graph.	Some	transformations	do	not	move	very	far	from	
the	original	phrase	and	are	therefore	close	together	on	this	graphical	representation,	
whereas	larger	changes	create	bigger	movement,	which	can	be	represented	as	a	
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sphere.	New	unrelated	phrases	can	be	represented	as	separate	spheres	on	the	
graph.	
	
A	key	part	of	improvisation	is	the	process	of	movement	between	related	phrases	and	
fields	and	Mermikides	proposed	five	improvisational	structures,	which	describe	the	
most	common	patterns	of	movement	within	an	improvisational	performance,	
nuclear,	field	series,	pivot,	merged	and	unbounded	(Mermikides,	2010,	4-55).	M-
space	theory	was	developed	by	examination	of	a	single	improvised	instrument	line,	
although	there	is	no	reason	why	this	cannot	be	applied	to	a	poly-instrumental	
improvisation,	but	the	process	does	become	much	more	complex.	
	
Figure	1.10:	Movement	within	improvisation	
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The	Grateful	Dead’s	music	contains	a	high	level	of	improvisation	throughout	the	
whole	piece	(layer	2	structure)	as	well	as	the	solos	(layer	3	structure)	and	it	is	
possible	that	aspects	of	these	concepts	will	be	applicable	throughout	their	works.	
Whilst	M-space	theory	provides	a	method	of	examining	details	in	how	ideas	are	
transformed	and	the	progression	between	musical	themes,	it	may	not	be	so	
effective	at	examining	the	jam	as	a	whole	entity.	A	significant	concept	within	Dead	
improvisation	is	that	of	the	collective	consciousness	(Conners,	2013),	and	therefore	
an	important	aspect	of	the	development	of	the	jam	is	the	passing	of	musical	material	
between	band	members,	and	this	will	need	to	be	examined	when	considering	poly-
instrumental	jams.		
	
The	concept	of	dividing	constituent	passages	into	broad	categories	will	be	adopted,	
along	with	the	analysis	of	how	movement	occurs	between	these.	It	was	suggested	by	
Kaler	in	2012,	that	the	Dead’s	improvisations	consist	of	several	shorter	parts,	which	
make	up	the	longer	jam	(see	the	literature	review	above).	This	has	similarities	to	M-
space	theory,	which	I	will	refer	to	as	jamming	spheres	and	examine	in	specific	tracks.	
I	will	not	be	performing	a	quantitative	analysis	of	M-space	proximity	within	spheres,	
as	I	feel	that	applying	a	number	to	this	kind	of	music,	which	is	already	recognized	as	
defying	conventional	musical	notation,	could	prove	reductionist	and	not	sensitive	to	
the	concepts	and	beliefs	held	by	the	musicians	themselves.	The	countercultural	
beliefs	were	of	fluidity	and	inclusiveness,	and	it	is	therefore	important	not	to	
inadvertently	exclude	important	aspects	of	the	improvisation,	which	cannot	be	
assigned	a	value.	I	therefore	intend	to	adopt	the	broad	principles	of	a	three-
dimensional	musical	space,	with	an	examination	of	how	movement	occurs	within	
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this	space	whilst	remaining	centered	around	a	recognizable	core,	and	this	will	
include	influences	from	Mermikides’	M-theory,	Kaler’s	musical	soup	and	Boone’s	
Mandalas.	
	
1.3.5	Improvisation	Strategies:	
I	will	be	using	Malvinni’s	principles	of	type	1	and	type	2	improvisation	along	with	his	
identified	key	findings	to	examine	the	large	poly-instrumental	jams	(see	the	
literature	review).	However,	I	suspect	that	these	tools	will	prove	inadequate.	
Improvisational	music	does	not	necessarily	lend	itself	well	to	traditional	notation	and	
much	of	the	creativity	and	flair	are	lost	in	transcription.	I	will	attempt	to	look	not	just	
at	the	harmony	and	scales	used,	but	to	analyze	the	overall	effect	achieved.	In	
particular,	I	will	examine:	
	
(1) The	interaction	between	the	improvisational	soloists	and	how	they	pick	up	
material	from	one	another.	
(2) The	interaction	between	the	bass	groove	and	the	soloists.	
o Repeated	sequences	or	melodic	ideas	within	jams	
o Repeated	ideas,	held	notes	and	their	use	
o How	the	scales/modes	are	combined	to	create	ambiguity	
o Thematic	signposts	to	create	familiarity,	and	a	crossroads	for	the	
direction	a	jam	can	take	
(3) The	interactions	between	drums	and	bass,	and	how	their	interaction	forms	a	
groove	
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Whilst	a	significant	analysis	of	poly-instrumental	improvisation	(1	and	2)	will	be	the	
main	focus	of	chapter	3,	the	drum	and	bass	interactions	to	form	a	groove	(3)	will	be	
examined	in	chapter	6.	
	
1.3.6	Finding	the	groove	of	the	Dead:	
For	the	purposes	of	this	analysis	I	will	use	the	model	of	groove	proposed	by	Spicer	in	
2001	and	expanded	upon	by	Hughes	in	2003	and	Zbikowski	in	2004.	This	defines	
groove	as	a	‘complex	tapestry	of	riffs	–	usually	played	by	the	drums,	bass,	rhythm	
guitar	and	/or	keyboard	in	some	combination	–	that	work	together	to	create	the	
distinctive	harmonic/rhythmic	backdrop	which	identifies	a	song’	(Spicer,	2001),	
subsequently	expanded	to	clarify	that	‘a	figure	is	not	a	groove	unless	it	is	designed	to	
be	repeated’	(Hughes,	2003).	Whilst	grooves	can	be	identified	in	several	of	the	songs	
examined	in	this	thesis,	I	will	focus	on	examining	groove	specifically	in	chapter	6	
through	the	analysis	of	‘Dancing	in	the	Street’.	This	popular	cover	song	is	clearly	
intended	to	be	danced	to,	and	will	provide	an	example	of	how	the	Dead	set	up	their	
own	version	of	groove.	I	will	use	Zbikowski’s	conceptual	model	to	analyze	
interactions	between	the	rhythmic	layers	as	this	is	an	established	and	recognized	
tool	for	this	purpose	and	will	enable	my	work	on	the	Grateful	Dead	to	be	compared	
easily	with	research	into	groove	in	other	dance	bands	(Zbikowski,	2004,	272-297).		
	
1.3.7	The	Soundbox:	
The	soundbox	is	a	concept	proposed	by	Allan	Moore	that	provides	a	way	for	
‘conceptualizing	the	textural	space	that	a	recording	inhabits’	(Moore,	2012,	30)	
allowing	the	position	of	where	instruments	are	heard	to	be	described	within	a	virtual	
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space	in	four	dimensions.	The	first	is	time,	second	is	the	laterality	of	the	stereo	
image,	the	third	being	the	perceived	proximity	of	the	instruments	to	the	listener	and	
fourth	the	perceived	frequency	characteristics	of	the	sound-sources	(Moore,	2012,	
31).	The	soundbox	theory	is	most	commonly	applied	to	studio	recordings	to	explain	
how	the	sound	mix	is	set	up,	whether	it	is	to	recreate	a	live	sound	experience,	i.e.	
the	stage	positioning	of	the	musicians	such	as	vocals	center,	guitar	right	and	bass	
left,	or	how	it	is	used	to	create	movement	effects	such	as	proximity,	i.e.	where	Dani	
Filth	from	Cradle	of	Filth	whispers	in	‘Her	Ghost	in	the	Fog’	in	their	popular	2000	
album,	Midian.	
	
When	used	to	describe	aspects	of	the	Dead’s	music	in	this	thesis,	it	will	be	in	
reference	to	live	recordings,	but	I	feel	that	its	use	to	explain	movement	and	
proximity	is	still	very	useful.	While	the	band’s	positioning	on	the	stage	is	already	
known	as	they	usually	occupy	the	same	spaces	and	rarely	moved	substantially	from	
them,	their	positioning	within	the	mix	and	the	virtual	soundbox	is	important,	as	the	
Dead	were	very	aware	of	the	mix	they	want	to	produce	and	went	to	great	lengths	to	
gain	as	much	control	over	it	as	possible,	so	changes	within	it	can	be	considered	as	
conscious	and	therefore	important	to	the	music.	Stanley	was	instrumental	in	the	late	
1960s	in	producing	instruments	that	contained	their	own	EQ	controls	to	maximize	
the	member’s	individual	control	over	their	contribution	to	the	mix	(Lesh,	2006).	They	
were	however	discarded	in	the	end	due	to	their	weight.	
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1.3.8	Justification	for	repertoire	selection:	
With	the	Grateful	Dead’s	music,	the	live	tracks	take	precedence	over	the	studio	
recordings,	one	of	the	key	features	of	jambands	as	suggested	by	Conners.	As	each	
live	version	is	in	itself	a	unique	musical	text	I	feel	that	it	is	reasonable	to	pick	versions	
from	any	of	their	live	shows,	although	as	there	are	so	many	of	them	available	(over	
two	thousand),	it	is	necessary	to	define	some	parameters	for	the	choice	of	tracks.	I	
have	therefore	developed	the	following	criteria	for	the	selection	of	tracks	for	
analysis:	
	
(1) Improvisation	type:	Whether	the	track	is	a	‘normal’	or	‘improvisational	
showcase’		
(2) Popularity:	how	often	the	track	was	played	(Deadbase	50,	1015,	131)	and	
resurrected	over	the	years	
(3) Quality	of	recording:	It	is	important	to	have	a	reasonable	quality	sound	
recording	to	enable	all	the	instrumental	details	to	be	transcribed	correctly.	To	
obtain	this	level	of	quality,	CDs	from	Dead.net	were	preferentially	chosen,	
even	if	they	were	from	limited	edition	boxed	sets	that	are	hard	to	obtain.	In	
his	review	of	Malvinni’s	book,	Cohen’s	criticism	of	the	track’s	availability	is	
valid,	but	must	be	balanced	with	the	practical	elements	of	transcribing	a	live	
work.	All	sets	are	available	as	fan	recordings	from	the	Grateful	Dead	online	
archive,	and	MP3	files	of	the	limited-edition	CDs	
(4) Selection	of	a	track	due	to	the	whole	concerts	set	list	or	position	within	a	
song	cycle	(i.e.	role	of	a	track	within	a	concert)	
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(5) Demonstration	of	a	particular	technique	or	stylistic	point:	This	includes	good	
examples	of	defining	sounds,	E.g.	falsetto	singing,	or	a	good	example	of	
middle	voices	that	might	normally	be	difficult	to	hear	
(6) ‘Typical’	tracks:	Those	heard	regularly,	which	have	become	synonymous	with	
the	Dead.		
(7) Atypical	tracks:	Songs	that	are	played	infrequently,	or	sound	different.	
	
DeadBase	50	proved	an	invaluable	source	of	data,	which	made	the	process	of	
selecting	tracks	a	lot	easier.	This	database	contains	set	lists	from	every	Grateful	Dead	
concert,	and	activities	of	affiliated	members.	It	tabulates	frequency	of	track	
appearance,	and	attempts	to	collate	reviews	and	feedback	on	events	from	the	time.	
I	am	using	the	2015	revision,	which	was	fully	updated	for	the	Grateful	Dead’s	50th	
anniversary.	
	
1.3.9	Approach	to	notation:	
Standard	notation	is	not	always	the	best	means	of	representing	jamband	music,	
which	therefore	poses	the	question	of	why	I	have	used	it	throughout	the	case	
studies	in	this	thesis.	The	most	important	reason	for	this	is	for	standardization	and	
the	ability	to	make	the	works	comparable	to	other	relevant	popular	music	analysis,	
and	without	musical	notation	it	would	be	harder	for	other	musicologists	to	access	
the	findings	of	this	work,	and	follow	the	arguments	being	expressed.	Whilst	
transcription	undoubtedly	cannot	convey	all	aspects	of	jamband	performances,	it	
can	provide	an	easily	readable	scaffolding	for	the	basics	of	the	tracks	to	be	
examined,	and	providing	the	limitations	of	standard	notation	are	recognized	it	is	
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appropriate	to	use	it	for	this	purpose,	understanding	that	it	is	a	simplification	and	
that	the	audio	tracks	themselves	are	the	definitive	reference	source.	For	this	reason,	
timings	are	given	with	the	examples	to	enable	the	audio	examples	to	be	heard	
alongside	the	transcriptions.		
	
For	all	the	case	studies	presented	within	this	thesis,	even	if	only	selected	examples	
have	been	shown,	all	the	tracks	used	have	been	fully	transcribed	and	notated	as	full	
tracks	or	solos,	as	it	makes	the	recognition	of	repeating	patterns,	transfer	of	musical	
material	between	band	members	and	players’	techniques	easier	to	observe.	From	
the	audio	tracks	used	for	this	purpose,	I	have	had	to	assign	parts	to	particular	band	
members,	which	although	carefully	assigned	and	in	most	cases	relatively	obvious	to	
place,	can	be	harder	to	establish	within	certain	pieces,	and	in	these	cases	live	video	
footage	has	been	studied	where	available,	to	provide	the	most	accurate	possibilities.	
There	is	therefore	the	possibility	of	misassigning	of	parts	during	musically	dense	and	
distorted	sections.	
	
All	the	transcriptions	shown	within	this	thesis	have	been	created	using	the	
Transcribe	7.2	by	Seventhstring	software	for	Mac,	providing	the	invaluable	ability	to	
slow	the	music	down	without	changing	the	notes’	pitches.	Sibelius	7.3	was	used	for	
the	editing	and	arrangement	of	the	notated	scores.	
	
Some	adjustments	have	been	made	to	the	depiction	of	guitar	fret	boxes,	to	make	it	
easier	for	non-instrument	specific	users	to	easily	understand.	The	main	change	
undertaken	in	the	diagrams	was	to	show	the	guitar	fret-board	as	individual	units	
	 44	
with	the	notes	placed	within	them	rather	than	shown	on	the	lines	(or	strings)	
themselves.	
	
1.3.10:	The	importance	of	fan	interaction	to	the	Grateful	Dead’s	jams	
The	Grateful	Dead	believed	that	interaction	with	their	fan-base	was	central	to	their	
performances,	which	underlines	its	importance	as	a	live,	event-centered	musical	
form	rather	than	a	recorded	medium.	They	referred	to	the	concept	of	‘Deadness’,	
where	the	audience	and	band	become	one	entity.	Malvinni	attempted	to	define	this	
phenomenon	as	discussed	in	the	literature	review.	The	concept	of	synchronicity	
focused	on	the	idea	of	a	group	mind	and	probably	impacted	on	risk	taking	during	
improvisations	(Malvinni,	2013).	A	problem	here	is	in	how	to	study	and	objectively	
analyze	this	phenomenon	in	performances	that	occurred	over	50	years	ago.	
Interviews	with	surviving	band	members	would	be	an	option	although	this	would	
contain	large	elements	of	subjectivity.	A	problem	with	any	performing	artist	is	that	
ideas	develop	over	time,	and	it	would	be	difficult	to	say	with	any	certainty	whether	
any	views	subsequently	expressed	truly	represented	their	outlook	in	the	1960s	
rather	than	their	current	views.	The	position	is	even	more	difficult	with	respect	to	
the	fan	base,	who	were	often	under	the	influence	of	recreational	drugs	during	the	
events	in	question	and	would	likely	have	extreme	difficulties	in	placing	individual	
events	accurately	to	a	specific	date.	Furthermore,	many	‘Deadheads’	went	on	to	
pursue	professional	careers,	and	may	have	concerns	discussing	such	issues	due	to	
the	damage	that	could	occur	to	their	reputation	if	acknowledged.	Zimmerman	
recognized	similar	problems	in	her	research	survey	(2008),	involving	the	questioning	
of	concertgoers,	which	resulted	in	a	very	poor	response	rate.	The	counterculture	was	
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suspicious	of	authority	figures,	and	conducting	critical	research	within	this	scene,	
whilst	not	impossible,	is	therefore	fraught	with	difficulties.	Deadheads	are	by	
definition	fans,	and	as	such	may	report	in	a	biased	manner	about	the	group.	The	
appreciation	of	the	need	for	critical	appraisal	may	not	be	acknowledged,	and	this	is	
reflected	in	the	large	volume	of	popular	literature	written	by	Grateful	Dead	fans	and	
the	lack	of	scholarly	discourse	(Zimmermann,	2008).	
	
The	ideal	way	to	study	the	impact	of	the	audience	would	be	through	a	perspective	
study,	with	video	recordings	of	the	band	and	audience,	followed	by	semi-structured	
qualitative	interviews	immediately	after	the	event.	Realistically	this	is	now	not	
possible	for	the	Grateful	Dead,	who	are	not	touring	in	their	original	form,	but	it	could	
be	undertaken	with	current	jambands.	A	problem	with	this	approach	is	that	how	a	
performer	feels	about	a	performance	whilst	in	it	or	immediately	afterwards	does	not	
necessarily	match	reality,	and	a	comment	made	by	Garcia	in	the	Grateful	Dead	
Movie	illustrates	this	clearly	in	a	confrontation	with	Lesh	after	a	perceived	‘bad’	gig	
which	he	later	considered	to	have	been	excellent.	Pursuit	of	this	avenue	of	enquiry	is	
beyond	the	scope	of	this	thesis,	but	represents	one	fruitful	area	for	future	research.		
	
1.4	Influences	incorporated	into	the	Grateful	Dead’s	playing:	
This	section	will	introduce	the	main	influences	that	the	Dead	identified	as	important	
in	the	development	of	their	musical	style,	and	will	outline	which	of	these	proved	
most	important.	In	keeping	with	the	inclusive	beliefs	of	the	counterculture,	the	Dead	
took	inspiration	from	a	large	mix	of	influences	without	the	intention	of	sounding	
directly	like	any	of	them,	attempting	to	create	a	rich	palette	from	which	to	draw	
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ideas	and	concepts,	freely	adapting	them	to	fit	to	their	needs.	I	do	not	aim	to	give	a	
detailed	account	of	the	styles	as	there	are	other	sources	available	that	provide	more	
information	on	these	areas.	My	intention	for	this	section	is	to	broadly	describe	major	
aspects	of	their	style,	and	to	highlight	the	principal	areas	from	which	the	Dead	have	
drawn	influence.		
	
It	is	necessary	to	address	these	influences	before	the	analysis	of	individual	tracks.	
This	because	the	Dead’s	music	developed	in	an	organic	fashion	as	a	live	band,	and	
frequently	influences	from	more	than	one	area	could	be	heard	within	individual	
tracks.	Whilst	it	may	be	possible	to	broadly	classify	their	individual	songs	as	
belonging	to	a	single	style,	this	is	an	over	simplification.	Throughout	the	analysis	
references	will	be	made	to	both	ideas	and	terminology	described	in	this	section,	and	
the	following	should	be	used	as	a	reference	throughout	this	thesis.		
	
1.4.1	Jambands	vs	Progressive	Rock:	
The	differences	between	jambands	and	progressive	rock	needs	to	be	addressed	at	
the	outset,	given	the	experimental	nature	of	both	of	these	genres	of	music.	Both	
Edward	Macan	and	Allan	Moore	have	proposed	defining	features	of	progressive	rock	
and	I	will	compare	these	to	the	Grateful	Dead’s	musical	style	to	understand	where	
similarities	exist	and	perhaps	more	importantly	what	separates	them.		
	
Macan	proposed	that	progressive	rock	tracks	covered	‘epic’	subject	matters,	
including	Science	Fiction,	mythological	and	fantasy	themes,	often	with	interlinked	
songs,	taking	the	form	of	a	‘concept	album’,	examples	of	which	would	include	Pink	
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Floyd’s	The	Wall	and	Rick	Wakeman’s	Journey	to	the	Centre	of	the	Earth.	The	Dead	
(and	indeed	most	jambands)	did	not	seem	interested	in	creating	concept	albums,	or	
featuring	fantastical	subject	matter	(Macan,	1997,	3).	They	did	link	tracks	together	
into	‘song	cycles’,	but	these	did	not	necessarily	contain	related	subject	matters	and	
such	tracks	could	theoretically	be	played	in	any	order,	whereas	concept	albums	tend	
to	have	a	fixed	order	of	performance	to	allow	the	listener	to	follow	the	logic	of	their	
narrative.	The	contents	of	Grateful	Dead	songs	tended	to	feature	more	‘life’-based	
material	highlighting	themes	of	religion,	morality	or	tour-based	experiences,	which	
are	contained	within	the	individual	song	with	no	need	to	extend	past	its	boundaries.	
	
Macan	outlined	the	classical	training	that	many	progressive	rock	musicians	had	and	
their	‘attempts	to	combine	classical	music’s	sense	of	space	and	monumental	scope	
with	rock’s	raw	power	and	energy’	(Macan,	1997),	noting	that	their	piano	and	
drumming	had	more	in	common	with	classical	performers.	He	quoted	an	interview	
with	Bill	Bruford	(Yes	and	King	Crimson)	who	explained	that	‘even	though	I	am	
ostensibly	a	drum	set	player,	my	thinking	is	more	in	keeping	with	that	of	a	European	
symphonic	percussionist’	(Macan,	1997,	p.3-38).	Macan	further	highlighted	how	
some	of	the	typical	drum	features	were	altered	in	progressive	rock,	de-empathizing	
the	kick	drum	and	making	more	use	of	the	available	upper	set	to	create	intricate	
patterns,	as	well	as	including	some	percussion	non-standard	for	rock	such	as	timpani	
and	chimes.	Moore	emphasized	progressive	rock’s	use	of	obscure	and	changing	time	
signatures,	citing	that	these	were	‘perhaps	the	clearest	indication	that	this	music	
was	intended	to	be	listened	to,	for	it	made	dancing	difficult’	(Moore,	2001,	90).	The	
keyboards	on	the	other	hand,	developed	over	time	from	the	Mellotron	to	the	
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Hammond	organ	to	the	Moog	synthesizer,	featuring	a	more	classical	style	of	playing	
(Macan,	1997,	35).	
	
From	the	drumming	perspective,	the	Dead,	and	jambands	in	general,	tend	to	have	
two	drummers	and	incorporate	a	greater	interest	in	polyrhythms,	and	although	they	
made	use	of	compound	time	signatures,	they	considered	their	output	to	be	music	to	
dance	to,	and	did	not	make	such	extensive	use	of	changing	time	signatures	within	
pieces.	Instead,	within	jams,	they	tended	to	construct	a	free	time	feel	where	the	
phrases	were	of	greater	importance.	They	tended	to	overlay	multiple	time	
signatures,	which,	whilst	introducing	complexity,	did	not	lose	the	overall	pulse	of	the	
piece	so	essential	for	dancing	(Scorsese,	2017).	Similar	to	progressive	rock,	jambands	
tend	to	have	a	wider	array	of	non-standard	drum	set	equipment.	Kreutzmann	and	
Hart’s	extensive	setup	for	the	Dead’s	50th	anniversary	shows	would	prove	hard	to	
exceed,	even	for	a	progressive	rock	band,	maybe	only	surpassed	by	King	Crimson’s	
2015	tour	which	included	three	drummers.	Over	their	career	the	Dead	did	change	
their	use	of	keyboards,	from	McKernan’s	Vox	Continental	organ,	to	Godchaux’s	
grand	piano	to	Mydland’s	keyboards	and	effects,	varying	in	style	but	still	more	
rooted	in	jazz	than	classical	music.	The	amount	of	space	and	dissonance	in	their	jams	
were	more	closely	related	to	classical	music	than	Free	Jazz,	with	their	use	of	melodic	
language	and	counterpoint	closer	to	King	Crimson	than	US	jazz	counterparts.	
	
In	progressive	rock,	there	were	very	few	bands	that	featured	a	rhythm	guitarist,	
possibly	due	to	keyboard	effects	that	could	emulate	the	guitar,	whereas	the	Grateful	
Dead	made	full	use	of	the	rhythm	guitar,	from	the	position	and	inversion	of	the	
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chords	used	to	adding	further	melody	lines	within	the	track.	Weir	stated	that	‘I	try	to	
play	a	counterpoint	to	what	he	(Garcia)	does.	I	listened	to	the	way	they	chorded,	
particularly	McCoy	Tyner,	and	the	way	he	chorded	underneath	John	Coltrane,	
supplying	Coltrane	with	all	kinds	of	harmonic	counterpoint	to	what	he	was	doing,	so	
I	started	trying	to	do	that	on	the	guitar,	supporting	whoever	is	moving	the	story	
forward	fastest’.	Weir	went	on	to	explain	that	he	would	attempt	to	wait	for	when	
Garcia	finished	and	then	come	in	with	a	‘surprise’	for	him.	Sammy	Hagar	(of	Van	
Halen)	added	that	‘Bob	[Weir]	will	continually	fret	chords	in	different	inversions	and	
positions…	If	you	don’t	have	an	ego,	you	can	be	the	best	number	two	in	the	world,	
it’s	what	makes	him	special’	(Fleiss,	the	Other	One,	2015).			
	
Another	feature	of	progressive	rock	was	to	make	use	of	instruments	not	traditionally	
associated	with	rock,	such	as	the	flute	(e.g.	Camel)	and	violin	(e.g.	Gentle	Giant).	The	
Dead	were	similar	to	progressive	rock	in	this	respect,	and	although	rarely	playing	
other	instruments	themselves,	their	shows	often	included	guest	musicians	on	other	
instruments,	such	as	the	saxophone,	although	this	is	a	more	distinctively	jazz-based	
instrument.	In	more	recent	jambands	such	as	the	String	Cheese	Incident,	expanded	
instrumentation	is	more	common.	Moore	highlighted	that	there	was	a	greater	
proportion	of	purely	instrumental	tracks	within	progressive	rock	than	compared	to	
mainstream	rock	(Moore,	2001),	a	feature	not	often	observed	with	the	Dead.	The	
jams	were	extensive,	but	usually	encased	within	poetic	verses	and	traditional	
instrumentation.	
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While	progressive	rock	and	jambands	share	similarities,	they	also	differ	widely	both	
in	music	and	concept.	They	both	developed	experimental	music,	but	differed	in	their	
live	delivery.	With	jambands	the	studio	recording	was	usually	considered	inferior	to	
the	live	shows,	and	never	captured	the	bands	live	nature	and	improvisational	
prowess.	Progressive	rock	on	the	other	hand	considered	the	album	to	be	a	complete	
work	of	art,	even	down	to	the	iconic	artwork	on	the	LP	sleeves,	and	the	concepts	
embodied	by	their	studio	albums	became	watered	down	if	and	when	transferred	to	
the	stage.	David	Gilmour	(of	Pink	Floyd)	stated	that	he	considered	the	album	of	The	
Wall	the	strongest	conceptually,	followed	by	the	live	show	and	finally	the	film	(Pink	
Floyd,	The	Wall,	DVD).		
	
When	playing	live,	I	feel	that	although	both	genres	were	dependent	on	
improvisation,	they	are	quite	different	in	the	way	this	is	used.	Progressive	rock	bands	
were	generally	more	experimental	in	the	studio	than	the	Dead	(Aoxomoxoa	being	an	
exception),	but	when	playing	live,	improvisation	was	contained	within	fixed	solos,	
whereas	the	Dead’s	jamming	would	permeate	throughout	the	songs	structure	as	
well	as	generating	hugely	extensive	jams	of	up	to	45	minutes.	In	comparing	the	two,	
Kramer	proposed	the	concept	of	linearity	(understood	as	a	combination	of	direct,	
non-direct	and	vertical	time	linearity),	noting	that	‘with	something	like	the	Grateful	
Dead’s	‘Dark	Star’,	not	even	the	most	progressive	rock	totally	eschewed	phrases’	
(Kramer,	1988).	This	could	potentially	be	due	to	differences	between	the	fan-bases,	
in	that	for	Deadheads,	and	hippies,	the	‘now’	is	very	important	as	reflected	in	the	
long	jams,	whereas	for	progressive	rock	the	concept	and	staging	takes	precedence.	It	
is	therefore	clear	that	whilst	there	are	similarities	between	progressive	rock	and	
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jambands	they	are	not	the	same.	There	will	be	a	shared	fan	base	who	will	find	
common	ground	between	the	genres,	but	equally	the	expectations	from	each	event	
will	be	different.			
	
1.4.2	The	Blues:	
The	importance	of	the	blues	to	the	Grateful	Dead	simply	cannot	be	overestimated.	
Their	roots	extend	back	to	the	Jug	Band	Revival,	an	early	form	of	blues,	which	Garcia	
Weir	and	McKernan	formed	shortly	before	the	Dead.	Garcia	has	been	quoted	in	
numerous	interviews	as	saying	that	1920s	-	1930s	blues	band	music	along	with	
Dixieland	Jazz	and	R	&	B	were	amongst	the	main	categories	of	music	that	inspired	
the	direction	that	the	so-called	primal	Dead	would	follow.	They	were	not	confined	to	
one	particular	style,	but	many	of	their	early	works	were	country	blues	covers.	
	
The	African-American	influence	was	significant	on	the	Dead.	This	was	not	unusual	for	
the	time,	and	many	bands	from	the	era	took	a	similar	approach,	including	Cream,	
Led	Zeppelin	and	the	Yardbirds.	It	is	accepted	that	rock	and	roll	has	its	roots	in	the	
blues,	and	in	this	respect	the	Dead	were	unexceptional.	The	blues	melody	was	
distinguished	by	the	use	of	the	flattened	third,	fifth	and	seventh	notes	of	the	
associated	major	scale.	These	notes	were	called	blue	or	bent	notes,	and	could	either	
replace	natural	scale	tones,	were	added	to	the	scale,	or	on	the	guitar	achieved	them	
by	partially	bending	the	lower	note	on	the	string	up	to	‘sharpen	the	note’	creating	
the	desired	effect	of	a	flattened	note	(Mead,	2002).	Blues	scales	could	be	derived	
from	both	major	and	minor	scales,	which	are	very	valuable	in	improvisation	and	
form	a	significant	component	of	the	training	of	blues	musicians.	Unlike	in	some	
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other	musical	styles,	it	is	not	uncommon	for	blues	musicians	to	mix	major	and	minor	
pentatonic	scales	within	the	same	phrases,	as	this	can	be	achieved	easily	on	the	
guitar	fret-board	and	generates	color	and	interest.	Furthermore,	both	of	these	
pentatonic	scales	are	useful	in	modal	composition,	as	they	allow	a	melody	to	be	
modally	ambiguous	between	their	respective	major	and	minor	modes.	The	
Mixolydian	and	Dorian	mode	are	used	frequently	due	to	the	flattened	seventh	that	
they	share	with	the	blues	scale.		
	
It	should	be	noted	that	harmonization	of	these	melodies	does	not	have	to	be	derived	
purely	from	pentatonic	pitches,	and	it	is	therefore	not	uncommon	to	hear	notes	
outside	of	these	scales	within	blues	pieces.	It	is	the	tonal	inflections	and	intervals	
heard	that	define	the	perceived	harmony.	It	is	felt	that	in	a	free	form	musical	style	
such	as	the	blues	it	is	not	possible	to	tie	something	down	to	a	single	reservoir	of	
notes,	and	that	there	will	be	ambiguity	and	exceptions.	One	of	the	main	
characteristics	of	vocal	blues	is	the	imprecise	pitch	that	can	be	heard	particularly	
around	the	third	and	fifth	notes	of	the	blues	scale.	It	is	reductionist	to	apply	strict	
classical	harmonic	theory	to	this	art	form.	It	is	likely	that	the	minor	pentatonic	scale	
in	use	on	the	guitar	today	was	actually	derived	from	the	blues	scale.	This	was	a	
technique	that	the	Grateful	Dead	frequently	used	and	expanded	upon,	particularly	
during	their	early,	extended	jams	(discussed	further	in	chapter	3).	Where	they	
differed	was	in	the	stretching	of	the	length	of	their	songs	far	beyond	the	three-
minute	model	of	the	blues	revival,	into	much	longer	works	through	extended	
jamming,	such	as	‘The	Midnight	Hour’	and	‘Caution’.	The	Dead	noted	that	this	
encouraged	the	audience	to	‘go	crazy’,	dancing	in	various	outlandish	ways,	hence	
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why	Garcia	is	cited	as	saying	that	the	Grateful	Dead	called	themselves	a	dance	band	
(Malvinni,	2013,	50-51).	This	was	in	part	achieved	by	simplification	of	the	harmony	
to	a	single	chord	or	drone	note.	
	
1.4.3	Drugs:	
The	influence	of	psychedelic	drugs	on	the	Haight	Ashbury	community	and	
counterculture	are	well	documented,	and	through	interviews	with	Garcia	it	has	been	
suggested	that	the	Dead’s	concert	set	lists	may	have	been	planned	around	the	
effects	of	an	LSD	drug	trip,	and	how	to	guide	the	audience	towards	a	successful	and	
possibly	enlightened	experience	without	encountering	the	potentially	less	pleasant	
experiences.	This	may	have	proved	an	influence	to	the	length	of	the	show,	its	
division	into	two	or	more	sets,	the	choice	of	songs	within	the	sets	and	where	they	
are	placed,	and	whether	to	arrange	them	into	a	‘song	cycle’,	in	which	several	songs	
are	linked	together	through	morphing,	to	be	discussed	in	chapter	4.		
	
Songs	were	possibly	placed	to	match	different	states	of	mind	throughout	the	
duration	of	the	experience.	It	is	important	to	consider	that	“after	taking	[LSD],	the	
onset	of	perceptual	changes	occurs	approximately	one	hour	later	[and]	the	duration	
of	the	effects	is	dependent	on	the	dose	taken,	usually	several	hours”	(Ritter,	Lewis,	
Mant,	1981,	646).	It	is	therefore	significant	that	Grateful	Dead	shows	usually	
contained	a	first	set	of	just	over	one	hour,	and	that	their	more	experimental	works	
and	longer	‘song	cycles’	appeared	within	the	second	set,	which	were	also	generally	
longer	overall.	Their	music	may	have	provided	reassurance	and	calming	guidance	
through	a	‘trip’	from	start	to	end,	minimizing	the	chance	of	a	‘nightmare’	experience.	
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Ropper	and	Brown	back	this	suggestion	by	saying	that	“alterations	in	the	shape	and	
color	of	objects	is	common	but	auditory	hallucinations	are	rare”	(Ropper,	Brown,	
2005,	1029).	This	would	mean	that	the	music	would	seem	the	same,	although	David	
Lenson	has	indicated	that	‘how	each	user	interprets	this	characteristic	acid	spatiality	
is	a	very	individual	matter’	which	suggests	that	the	Dead’s	musical	guidance	would	
have	produced	a	wide	range	of	differing	personal	experiences,	perhaps	helping	fans	
to	self-authenticate	and	feel	a	greater	sense	of	personal	ownership	of	the	band.	
Perhaps	this	explains	why	the	Dead	have	such	a	large	base	of	grassroots	fans	or	
‘Deadheads’	(Lenson,	1995,	149).	
	
James	Fadiman’s	book	The	Psychedelic	Explorer’s	Guide	stressed	the	importance	of	
controlling	the	external	environment	around	the	‘voyager’	and	that	‘during	the	most	
intense	early	hours,	the	selection	of	music	is	important’	(Fadiman,	2011,	26).	This	
would	also	reinforce	the	choice	of	shorter	more	simple	tracks	being	used	in	the	first	
set	and	more	experimental	ones	in	the	second,	allowing	for	the	shape	of	the	
psychedelic	journey	to	be	developed	in	a	‘safer	environment’	before	taking	a	more	
explorative	path.	Timothy	Leary	suggests	that	psychedelic	drugs	act	as	a	chemical	
key,	freeing	the	mind	and	nervous	system	of	its	ordinary	patterns	and	structures,	
and	that	the	nature	of	the	experience	depends	almost	entirely	on	the	set	and	
setting.	The	individual	will	only	experience	what	the	mind	creates,	thus	the	
environment	and	stimuli	are	of	great	importance	to	the	user,	whom	he	terms	the	
‘psychonaught’.	He	goes	on	to	suggest	that	such	experiences	are	akin	to	the	religious	
experiences	of	Eastern	Mystics,	a	belief	in	keeping	with	the	counterculture	
surrounding	the	Grateful	Dead	(Leary,	1992,	3-7).	This	is	an	entirely	subjective	
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opinion	and	could	be	interpreted	as	deeply	reductionist	in	relation	to	Tibetan	
Buddhism,	whose	monks	spend	a	lifetime	of	dedication	to	achieve	a	glimpse	of	
enlightenment,	and	actively	denounce	the	use	of	mind-altering	drugs	as	creators	of	
delusion	(Lowenstein,	2005).	It	should	also	be	appriceated	that	the	Grateful	Dead	
themselves	were	not	a	part	of	Leary’s	east-coast	scene,	who	had	distain	for	the	
west-coasts	Kesey	and	the	Merry	Pranksters	and	did	not	associate	with	the	Dead.	
The	fan	base	however	did	draw	from	both	traditions	and	it	is	important	to	interpret	
performances	from	this	perspective.	In	describing	Leary’s	theories,	I	am	not	
suggesting	that	the	Dead	were	consciously	adopting	or	embracing	them.	However,	in	
order	to	interpret	the	music’s	reception	within	the	counterculture,	it	is	necessary	to	
have	a	broad	understanding	of	the	ideas	circulating	within	the	scene.		
	
In	Timothy	Leary’s	book	The	Psychedelic	Experience,	he	dedicated	a	whole	section	to	
the	management	of	‘psychedelic	sessions’,	and	suggested	that	there	were	several	
key	considerations	to	plan	for:	Dosage	of	LSD,	preparation,	setting,	the	guide,	
composition	of	the	group	and	the	follow-up	(Leary,	1964,	77-91).	He	suggested	that	
the	experience	the	individual	had	greatly	depended	on	the	setting	or	location,	the	
action	of	others	and	the	importance	of	an	experienced	guide	to	help	navigate	the	
user	towards	a	fulfilling	experience,	see	figure	1.11.		
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Figure	1.11:	Important	roles	within	the	psychedelic	experience	(Leary,	1964,	77-91)	
Important	factors	 Effect	
Preparation	 Better	preparation	can	lead	to	a	better	experience	
Preparation	for	how	to	deal	with	emotional	reactions	if	they	present	
themselves	is	advisable	
	
The	setting	 Needs	to	be	free	from	distractions	and	intrusions	as	these	can	cause	
unpredictable	hallucinatory	activity	
Time	allowed	either	side	of	the	experience,	and	the	time	of	day	for	the	
experience	to	take	place.	Leary	reported	that	many	people	experience	deeper	
and	more	fulfilling	experiences	in	the	evening	(which	is	generally	the	time	
concerts	take	place)	
Indoors	or	outdoors	
The	choice	of	music	and	lighting	
Arrangement	of	the	room	to	be	used	
	
The	psychedelic	
guide	
The	behavior	of	the	guide	is	important.		
	
‘He	possesses	enormous	power	to	shape	the	experience.	With	the	cognitive	mind	suspended,	the	
subject	is	in	a	heightened	state	of	suggestibility.	The	guide	can	move	consciousness	with	the	
slightest	gesture	or	reaction’	(Leary,	1964,	89).	
	
The	guide	is	effectively	the	‘ground	control’,	to	provide	help	and	navigation	
through	the	course	of	the	trip.				
	
Composition	of	
the	group	
Size	of	the	group	can	affect	the	experience	
A	group	decision	on	the	rooms	arrangement,	music	etc.	should	be	decided	
before	the	trip		
	
Leary	divided	the	LSD	‘trip’	into	three	Bardos	or	stages,	based	around	the	teachings	
of	the	‘Tibetan	Book	of	the	Dead’	which	deals	with	‘the	realization	of	the	voidness,	
the	unbecoming,	the	unborn,	the	unmade,	the	unformed,	[which]	implies	
Buddhahood,	perfect	enlightenment’	(Leary,	1964).	It	is	important	to	stress	that	
there	is	little	evidence	to	suggest	that	this	drug	based	experience	is	the	same	as	the	
Buddhist	monks	strive	to	obtain,	and	Buddhists	reject	drugs	which	they	dismiss	as	
causing	illusions	(Lowenstein,	2005),	although	it	must	be	noted	that	there	is	a	branch	
of	Buddhism	in	America	termed	psychedelic	spirituality	that	developed	within	the	
1960s	that	advocated	the	use	of	hallucinogenic	drugs	(Osto,	2016).	As	discussed	in	
chapter	1,	the	view	held	by	Leary	could	be	regarded	as	reductionist,	but	it	was	an	
opinion	popular	within	the	countercultural	scene	and	as	such	would	have	been	
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important	to	the	Dead’s	fan	base.	Discussion	around	these	topics	could	often	be	
found	within	the	San	Francisco	Oracle.	More	recent	research	is	difficult	to	find	as	the	
drug	became	illegal	in	1967,	but	V	Dutta	did	publish	a	study	in	2012,	looking	at	the	
drug’s	value	in	philosophically	exploring	death	anxiety	in	terminally	ill	patients	(Dutta	
2012).	There	is	currently	a	renewed	interest	in	the	therapeutic	potential	of	
psychedelic	substances	(Nichols,	2017).		
	
The	First	Bardo	was	the	period	of	Ego-loss,	where	part	1	resulted	in	the	vision	of	a	
primary	clear	light,	which	was	seen	at	the	moment	of	ego-loss.	This	was	‘observed’	
to	elicit	various	physical	effects,	such	as	the	feeling	of	sinking	into	water,	feeling	
clammy	then	feverish,	bodily	disintegration,	the	feeling	of	a	large	pressure,	possible	
tingling	within	the	extremities	of	the	body,	the	feeling	of	melting,	sickness	and	
shaking.		
	
The	second	Bardo	was	where	the	traveler	has	a	period	of	hallucinations	which	are	
believed	to	be	caused	by	the	mind	trying	to	rationalize	the	experience.	The	key	to	
success	was	inaction,	otherwise	‘you	will	get	caught	in	hallucinatory	whirlpools’	
(Leary,	1964,	33).	Leary	went	on	to	explain	that	one	of	the	problems	with	this	stage	
of	the	‘trip’	was	that	‘any	and	every	shape……	can	present	itself	to	consciousness’.	It	
was	at	this	point	that	the	direction	of	the	experience	could	be	altered	through	
suggestion	from	previous	readings	of	the	Chonyid	Bardo	or	by	carefully	worded	
suggestions	from	the	guide.		
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The	third	Bardo	saw	the	period	of	re-entry,	where	Leary	suggested	that	the	
voyager’s	consciousness	moved	from	the	transcendent	reality	back	to	everyday	life,	
with	the	most	important	concepts	being	to	do	nothing	and	recognize	the	
surroundings.	This	section	can	give	the	belief	of	superhuman	abilities	and	extra	
sensory	perception	(ESP).	
	
Leary’s	background	was	as	a	psychologist,	and	his	views	were	controversial:	he	had	
multiple	run-ins	with	the	law,	serving	several	prison	sentences.	He	was	dismissed	
from	his	post	at	Harvard	University	for	his	‘experiments’,	which	involved	students	
and	wild	‘tripping’	parties.	The	medical	position	on	the	effects	of	LSD	is	broadly	
similar,	describing	vivid	visual	hallucinations,	depersonalization	and	alterations	in	the	
shape	and	color	of	objects	with	alteration	in	cognitive	function.	Importantly	auditory	
hallucinations	are	rare,	but	an	increase	in	auditory	acuity	has	been	described.	Whilst	
LSD	is	not	physically	addictive,	tolerance	develops	rapidly,	and	long-term	use	is	
associated	with	flashbacks,	panic	attacks	and	longlasting	psychotic	states	resembling	
paranoid	schizophrenia.	It	is	recorded	that	serious	physical	injury	can	occur	during	a	
trip	due	to	impairment	of	the	user’s	faculties,	hence	Leary’s	suggestion	of	a	guide	
(Ropper	and	Brown,	2005,	1029).	Whether	or	not	the	exact	detail	of	Leary’s	
proposals	of	the	LSD	trip	as	an	enlightened	experience	and	its	connections	to	The	
Tibetan	Book	of	the	Dead,	I	Ching	and	the	Gita	are	correct	is	not	provable.	However,	
the	key	point	supported	by	both	Leary	and	the	wider	scientific	field	is	that	LSD	leaves	
the	mind	open	to	suggestions,	with	auditory	senses	relatively	unimpaired	by	the	
drug,	and	it	is	therefore	possible	that	Hunter’s	lyrics	were	designed	to	provide	
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imagery	and	suggestions	of	potential	directions	for	the	listener/voyager	to	take	
whilst	experiencing	the	song	on	LSD.	
	
James	Fadiman	reinforced	the	suggestibility	of	a	mind	on	LSD,	also	emphasizing	the	
importance	of	having	a	guide	present,	limiting	the	possibility	of	external	
interruptions	by	controlling	the	choice	of	location,	music	and	incense.	He	proposed	
six	distinct	periods	within	the	experience	and	when	the	time	was	best	suited	to	
external	influences,	see	figure	1.12	(Fadiman,	2011,	28-37).	
	
Figure	1.12:	The	stages	of	a	psychedelic	trip	
Stage	 Duration	
of	phase	
(min)	
Event	
Stage	1	 0	 Ingestion	of	the	drug:	
(1) Can	talk	
(2) Listen	to	music	
Stage	2	 20-50	 The	initial	onset	of	the	drug’s	effects:	
(3) Listen	to	music	or	the	guide’s	voice	
(4) Can	move	around	
(5) A	second	dose	can	be	taken	
Stage	3	 180-240	 Opening	up	and	letting	go	
(6) Can	listen	to	music	
(7) May	require	guidance	and	re-centering	
Stage	4	 60-120	 Plateau	
(8) Music	is	optional,	and	periods	of	silence	may	be	preferred	
(9) Images	can	form	from	internal	and	external	influences	
(10) The	guide	is	only	to	intervene	if	asked	
Stage	5	 Next	
180	min	
The	gentle	guide	
(11) Re-entering	the	world	
(12) Need	to	start	to	interact	with	real	world	experiences	
Stage	6	 	 End	of	the	session	
	
From	the	Acid	Tests,	Lesh	was	quoted	as	saying	“Why	couldn’t	noise,	or	speech,	or	
sounds	that	weren’t	made	up	of	a	series	of	harmonies	be	part	of	a	musical	
discourse”.	He	added	that	“We	later	learned	that	this	approach	was	a	fundamental	
tenet	of	John	Cage’s	work’;	Garcia	sums	up	the	Cageon	aspects	of	the	Acid	Tests	
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experience	in	similar	terms,	saying	that	‘we	could	play	or	not,	like	[John	Cage’s]	4.33’	
(Lesh,	2005,	70-71).	
	
Garcia	(nicknamed	Captain	Trips)	firmly	believed	that	LSD	opened	up	the	mind,	
adding	another	more	religious	and	esoteric	dimension	to	their	playing	and	
improvisation:	‘We	were	improvising	cosmically,	too.	Because	being	high,	each	note,	
you	know,	is	like	a	whole	universe.	And	each	silence’	(Malvinni,	2013,	76).	This	view	
was	focused	heavily	on	perception	with	an	organic	and	free	opening	into	an	
expanded	universe,	without	the	safety	nets	and	prescriptions	of	Leary’s	thinking	and	
methods	applied	at	Millbrook.		
	
Some	of	Hunters	earlier	lyrics	were	very	much	suggestion-based.	Whether	that	was	
designed	to	make	the	listener	contemplate	on	them,	akin	to	Zen	teachings,	or	to	act	
as	guiding	prompts	for	a	hallucinogenic	voyage	is	unclear.	It	may	represent	a	mixture	
of	both,	and	these	reasons	would	fit	within	the	context	of	the	counterculture.	I	
would	tend	to	believe	that	it	was	designed	to	serve	in	both	contexts.	
	
	‘Dark	Star’	lyrics:	
	 ‘Dark	Star	crashes,	Pouring	its	light	into	ashes	
	 Reason	tatters,	the	forces	tear	loose	from	the	axis’	
‘China	Cat	Sunflower’	lyrics:	
‘Look	for	a	while	at	the	China	Cat	Sunflower,	Proud-walking	jingle	in	the	midnight	sun	
Copper-dome	Bodhi	drip	a	silver	kimono,	like	a	crazy-quilt	star-gown	through	a	dream	night	wind’	
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Due	to	the	large	number	of	dedicated	fans	that	followed	the	Dead	on	whole	tours,	a	
number	of	factors	became	important	in	the	construction	of	the	live	shows.	Pettengill	
suggested	that	‘it	would	seem	that	they	viewed	their	artistic	objectives	and	
achievements	in	terms,	say,	of	an	entire	tour	or	show	rather	than	by	individual	
shows.	Just	as	each	individual	concert	provided	the	band	with	an	opportunity	to	
explore	uncharted	territory,	so	each	concert	tour	also	provided	a	canvas	for	
developing	the	band’s	larger	artistic	mission	and	goals’	(Pettengill,	2013,	40).	
	
1.4.4	Psychedelic	Rock:	
The	Grateful	Dead	in	their	early	years	were	important	figures	within	the	
development	of	the	genre	of	psychedelic	rock,	which	therefore	needs	to	be	included	
in	any	serious	discussion	of	their	music	of	this	era.	Even	though	the	Dead	were	
potentially	responsible	for	introducing	many	concepts	into	psychedelic	rock,	the	
attribution	of	responsibility	for	specific	traits	of	this	music	is	hard	to	credit	to	any	
single	group.	Many	of	the	bands	within	the	San	Francisco	scene	jammed	together,	
and	ideas	were	developed	collectively	rather	than	through	single	individuals	or	
groups,	and	these	were	passed	on	and	gradually	evolved.	The	Acid	Tests	were	one	of	
the	earliest	times	that	the	foundations	of	the	genre	became	apparent,	and	only	later	
did	it	become	known	as	psychedelic	rock,	synonymous	with	the	San	Francisco	sound.		
	
Psychedelic	rock	was	particularly	associated	with	the	use	of	LSD,	and	the	musicians	
of	the	time	began	attempting	to	re-create	its	‘trip-like’	effects	musically.	In	his	book	
on	Sixties	Rock,	Michael	Hicks	proposed	that	to	understand	what	makes	music	
‘psychedelic’,	it	is	necessary	to	consider	three	fundamental	effects	that	are	thought	
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to	be	induced	by	LSD	consumption,	to	which	I	will	therefore	return	in	subsequent	
chapters.	These	are	dechronicization,	defined	as	‘allow[ing]	the	psychonaut	to	move	
outside	the	conventional	perceptions	of	time’;	depersonalization,	or	the	loss	of	self	
and	feeling	of	unity;	and	dynamization,	which	involves	the	user	experiencing	the	
‘melting’	or	distortion	of	objects	(Hicks,	2000,	65,	Blofeld,	1966	and	Drake,	1965,	56-
57).	See	Figure	1.13	for	the	summary	of	proposed	LSD	effects.	
	
	
Figure	1.13:	LSD	effects	
Term	 Definition/effect	caused	
	
Dechronicization	 Gives	the	drug	user	the	perception	of	being	able	
to	move	outside	what	is	considered	to	be	the	
conventional	perceptions	of	time	
	
Depersonalization	 Allows	the	drug	user	to	lose	perception	of	the	
self	and	gain	a	more	acute	awareness	of	
‘undifferentiated	unity’	creating	a	sense	of	
group	connection	
	
Dynamization	 Gives	the	drug	user	the	perception	of	‘solid	
objects’	bending,	of	familiar	objects	and	forms	
dissolving	into	dancing,	moving	structures.	The	
liquidification	of	objects	and	the	appearance	of	
objects	in	a	molten	form,	melting	and	mixing	
with	each	other	like	a	lava	lamp.	
	
	
	
Musicians	interpreted	these	effects	in	many	ways,	including	the	use	of	more	exotic	
instrumentation,	disjunctive	song	structures	including	unconnected	keys	and	
changing	time	signatures.	Modal	melodies	and	drones	became	more	commonplace	
along	with	a	greater	emphasis	on	extended	instrumentals	or	jams,	along	with	
surreal,	esoteric	or	literary	influenced	lyrics.	Psychedelic	rock	also	featured	a	heavy	
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electronic	element	within	a	strong	keyboard	presence.	These	bands	would	also	
feature	more	elaborate	studio	effects	such	as	playing	sounds	backwards,	panning,	
phasing	and	extreme	reverb	(Hicks,	2000,	58-74).	
	
Whilst	psychedelia	was	born	of	the	Acid	Tests,	its	influence	quickly	spread.	The	
Beatles,	after	their	1966	American	tour	and	exposure	to	the	San	Francisco	
counterculture,	soon	became	interested	in	the	style.	This	was	partially	driven	by	
George	Harrison’s	interest	in	Indian	music	and	philosophy,	and	John	Lennon’s	
experimentations	with	LSD.	The	result	was	the	1967	album	Sgt.	Pepper’s	Lonely	
Hearts	Club	Band,	some	of	which	could	be	seen	as	a	quintessential	example	of	the	
style,	and	was	so	elaborate	that	it	is	doubtful	if	it	could	ever	be	played	live.	The	
Beatles	took	a	different	approach	from	the	Dead	to	songwriting,	in	that	they	wrote	
their	psychedelic	music	about	a	trip,	whereas	the	San	Francisco	groups	would	
attempt	to	write	from	within	the	state	of	mind	of	already	being	on	LSD.	Ringo	Starr	
was	quoted	as	saying	that	‘We	found	out	very	early	that	if	you	play	it	stoned	or	
derelict	in	any	way,	it	was	really	shitty	music,	so	we	would	have	the	experience	and	
then	bring	that	into	the	music	later’	(Gilmore,	2016).	It	is	notable	that	the	Dead’s	
ability	to	play	at	their	level	under	the	influence	of	LSD	was	remarkable,	a	feat	
impossible	for	most	musicians	to	achieve.	
	
The	Grateful	Dead	used	many	of	these	‘psychedelic’	features,	but	did	not	experiment	
with	exotic	instruments,	or	make	extensive	use	of	changing	time	signatures.	For	the	
Dead,	the	most	important	issue	was	that	of	the	live	show,	and	it	was	imperative	that	
the	musicians	had	to	be	able	to	recreate	the	material	outside	of	the	recorded	media.	
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They	did	make	use	of	experimentation	within	the	studio	on	1968’s	Anthem	of	the	
Sun	and	1969’s	Aoxomoxoa,	although	it	proved	very	expensive	in	terms	of	studio	
time	and	still	did	not	create	the	live	experience	that	they	were	keen	to	replicate	
(Lesh,	2006).	For	them	the	crucial	part	of	the	psychedelic	sound	lay	within	the	
creation	of	the	collective	experience	between	band	and	audience	through	their	
extended	jamming.	It	is	apparent	therefore	that	psychedelic	music	can	be	broadly	
divided	into	two	distinct	approaches:	groups	that	attempted	to	evoke	what	a	trip	
was	like,	and	groups	that	attempted	to	play	what	they	felt	during	a	trip.	The	
influence	of	psychedelic	music	on	the	Grateful	Dead’s	will	be	examined	further	
during	the	case	studies	in	later	chapters.	
	
1.4.5	Indian	Raga:	
Indian	Ragas	are	improvised	classical	music	learnt	via	oral	traditions.	They	are	
broadly	divided	into	two	styles,	Northern	(Hindustani)	and	Southern	(Carnatic),	
which	share	the	common	features	of	raga	and	taal.	They	consist	of	three	layers,	a	
drone	played	by	tambura,	a	melody	played	on	sitar	(known	as	the	rag,	not	to	be	
confused	with	American	ragtime	music)	and	the	tala	rhythm	played	by	tabla.	The	
drone	usually	alternates	between	the	tonic	and	dominant,	which	creates	a	reference	
point	for	the	melody	whilst	keeping	a	sense	of	movement	and	adding	texture.	A	
single	drone	note	can	be	repeated	indefinitely,	but	must	be	the	tonic	(shadaj)	of	the	
piece.	(Courtney,	2016).	
	
The	rag	melody	is	typically	based	around	a	five-note	pentatonic	scale,	although	can	
contain	more	notes,	deviating	from	the	pentatonic	scales.	This	should	not	be	
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confused	with	the	Western	idea	of	a	pentatonic	scale,	with	the	closest	
approximation	to	a	rag	in	Western	music	being	in	terms	of	mode.	However,	in	Indian	
classical	traditions	there	are	over	two	hundred	unique	rags,	and	in	a	similar	manner	
to	Western	modes	the	purpose	of	these	rags	is	to	create	mood	and	color.	Indeed,	
the	word	raga	literally	translates	as	coloring	or	dyeing.	The	raga	is	played	to	evoke	an	
emotional	state	and	each	raga	has	a	specific	emotional	significance	with	symbolic	
associations	to	season,	time	and	mood.	The	structures	and	motifs	are	felt	in	Indian	
tradition	to	have	the	ability	to	‘color	the	mind’.	Parallels	have	been	drawn	between	
this	and	the	countercultural	beliefs	with	which	the	Dead	are	associated,	notably	in	
‘Dark	Star’	featuring	Hunter’s	‘transcendental	poetic	text’	(Malvinni,	2013,	104).	
	
There	is	no	evidence	to	suggest	that	the	Dead	were	interested	in	the	spitural	aspect	
of	Raga,	and	were	more	focused	on	the	general	musical	concept	of	how	a	drone	
could	be	used	to	make	improvisation	free-flowing	and	more	creative.	Likewise,	
whilst	in	Raga	the	tones,	or	svara,	are	important,	these	were	not	incorporated	into	
the	Dead’s	playing.	In	this	way,	the	Dead	were	closer	to	the	Northern	Raga	systems,	
which	utilized	scales	closer	to	the	Western	diatonic	modes.			
	
Indian	ragas	are	generally	not	of	a	fixed	length,	and	some	concerts	can	be	very	long,	
sometimes	lasting	all	night.	Typically,	a	raga	starts	in	a	calm	mood	becoming	more	
exciting	as	the	tempo	and	rhythmic	complexity	increases.	The	slow	opening	section	
is	known	as	an	alap,	where	the	soloist	explores	notes	and	sets	the	mood.	This	
progresses	into	a	gat,	which	is	a	fixed	composition	varied	by	adding	improvisational	
decoration	and	flourishes	(Lavezzoli,	2006,	439).	The	alap	will	often	progress	into	a	
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faster,	more	dynamic	rhythm,	with	the	high	point	of	the	piece,	known	as	the	jahalla,	
featuring	virtuoso	displays	of	advanced	playing	techniques.	This	concept	of	a	
prolonged	improvised	session,	subdivided	into	sections	of	increasing	intensity	with	
poly-rhythmic	complex	drumming	can	be	observed	within	the	Dead’s	improvisational	
approach,	although	the	specific	instruments	and	drums	were	seldom	used.	
	
Ravi	Shankar	(1920-2012)	was	a	prominent	musician	in	the	field	of	raga,	who	
inspired	John	Coltrane	to	use	raga	elements	within	his	music	including	his	tune	
‘India’	on	his	Live	at	the	Village	Vanguard	album	in	1961.	He	eventually	met	with	
Shankar	in	1964	to	learn	more	about	ragas	and	tala	(rhythm)	systems,	which	led	to	
the	release	of	the	album	Om	in	1965.		
	
Garcia	and	Lesh	both	cite	Coltrane	as	an	influence	on	their	playing,	and	David	Nelson	
has	previously	stated	that	he	and	Garcia	had	listened	to	Shankar	during	his	first	LSD	
trip.	Hart	became	enthralled	by	the	drumming	concepts	of	Alla	Rakha	from	Shankar’s	
band	and	met	with	him	in	1967,	before	formally	joining	the	Dead	months	later	as	a	
second	drummer.	This	led	to	the	Dead	introducing	less	conventional	rhythms	leading	
to	the	birth	of	‘The	Eleven’	(Jackson,	2012,	Golden	Road	Blog).	In	an	interview	with	
Peter	Lavezzoli,	Hart	explained	that	‘It	allowed	for	modal	playing	to	become	legal	for	
people	like	us,	being	able	to	stay	on	one	chord	and	develop	things…….	staying	within	
a	mode.…..	They	think	you’re	staying	in	a	pentatonic	D	or	something,	just	playing	
around	those	five	notes.	But	you	have	a	million	different	variations	on	those	five	
notes.	And	you	keep	going,	you	don’t	go	to	the	chorus.	There’s	no	chorus,	there’s	no	
bridge!	When	you	hear	raga	for	the	first	time,	that’s	what	hits	you.	At	least	that’s	
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what	hit	me.	it’s	just	the	drone…….		Its	magic,	because	you	jam?	You	don’t	have	to	
practice	it,	it’s	wide	open,	you	can	do	anything	you	want	as	long	as	you	stay	on	the	
drone	and	come	back	to	the	root’	(Lavezzoli,	2006,	94).	It	is	therefore	clear	that	the	
Dead	were	consciously	aware	of	the	fundamental	principles	and	musical	structure	of	
raga,	and	that	the	idea	of	an	extended	modal	improvisation	over	a	drone	note	had	
grown	from	this	influence.		
	
Shankar	had	exerted	a	profound	influence	on	Hart’s	approach	to	rhythm,	and	
reminisced	about	his	amazement	of	the	intricate	web	of	polyrhythms	that	could	be	
created	by	one	drummer.	He	described	Rakha	as	the	‘Einstein	of	rhythm’	and	spent	
time	locked	in	a	hotel	room	with	him	playing	rhythm	games	using	a	trinome,	a	
special	type	of	metronome	that	could	track	three	different	tempos	at	once.	During	
these	exercises,	he	would	try	to	space	seven	beats	within	Rakha’s	ten	beats.	This	
approach	to	rhythm	was	different	from	African	drumming,	an	important	component	
of	traditional	blues	and	rock	music.	Hart	is	quoted	as	saying	that	‘The	drums	were	
pitched	higher,	so	they	were	playing	in	another	physical	range,	moving	other	
chakras.	As	opposed	to	the	low	sounds	of	the	African	drums,	these	were	mid-ranged	
and	high	sounds.	They	were	exploring	bell	tones,	which	play	a	different	part	in	
African	music,	where	it	usually	defines	inner	time.	Here	they	were	playing	what	I	
would	call	filigree,	or	rococo,	which	is	a	good	word	for	what	I	was	hearing.	They	were	
playing	ornamental	things,	yet	keeping	the	main	time	really	steady’	(Laverzzoli,	
2006).		
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It	is	important	to	note	that	Ragas	are	classified	as	Indian	Classical	music,	that	in	the	
1960s	the	form	was	held	in	high	regard	within	the	Haight-Ashbury	counterculture.	
Shankar	found	this	to	be	an	‘unhappy	situation’	and	‘an	atmosphere…..	completely	
inappropriate	for	a	performer	of	Indian	classical	music’	(Shankar,	1997,	202).	
Shankar	appeared	to	enjoy	working	with	George	Harrison	and	the	Beatles,	but	the	
positive	feelings	that	the	Dead	and	their	counterculture	felt	towards	him	(and	
towards	Indian	religion	and	philosophy	more	generally)	was	not	entirely	
reciprocated,	except	in	respect	of	Mickey	Hart.	As	Shankar	recalls,	‘At	Monterey	
(1967)…..	I	hated	myself	for	being	there!....	I	felt	as	if	I	had	soiled	and	dirtied	my	
music….	I	felt	offended	and	shocked	to	see	India	being	regarded	so	superficially,	and	
its	great	culture	being	exploited’	(Shankar,	1997,	200-203).	Lesh	was	aware	that	
Shankar	discouraged	and	disapproved	of	psychedelics,	and	when	questioned	about	
this	was	quoted	as	saying	that	‘He	doesn’t	know	about	psychedelics.	I	like	Ravi	and	
respect	him	a	great	deal,	but	you	can’t	really	weigh	in	on	psychedelics	unless	you’ve	
done	them’	(Lavezzoli,	2006,	95).		
	
It	is	apparent	therefore	that	whilst	both	raga	players	and	the	Dead	saw	their	music	
as	being	in	some	way	connected	to	a	deeper	spiritual	experience,	there	was	a	
cultural	divide	with	both	artists	effectively	accusing	each	other	of	being	reductionist	
towards	their	culture	and	beliefs.	It	is	tempting	to	feel	empathy	with	Shankar’s	view	
that	the	countercultural	scene’s	superficial	interpretation	of	Eastern	philosophy	was	
Orientalist	and	disrespectful,	but	it	is	intriguing	to	observe	that	from	within	the	
counterculture,	his	views	were	seen	as	equally	shallow.	It	is	also	interesting	to	
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observe	that	despite	his	views,	Shankar	went	on	to	perform	at	Woodstock	in	1969	
despite	his	reservations	on	the	social	practices	of	the	counterculture.	
	
Both	Indian	raga	and	the	Grateful	Dead	rely	heavily	on	improvisation.	Their	music	is	
based	around	musical	exploration,	which	has	at	least	to	a	degree	a	spiritual	
dimension,	and	the	use	of	drone	notes,	progressions	of	just	one	or	two	chords,	and	
complex	rhythms	are	common	to	both	musical	systems	(Malvinni,	2013,	104).	Whilst	
it	is	clear	from	interviews	that	the	Dead	were	aware	of	and	influenced	by	raga,	it	
should	be	recognized	that	they	were	not	attempting	to	play	raga.	This	is	in	contrast	
to	their	blues	influence	where	it	is	apparent	that	in	their	earlier	works,	they	were	
consciously	attempting	to	play	the	blues,	and	to	cover	traditional	blues	songs.	I	
believe	that	the	Dead	saw	in	raga	concepts	and	ideas	that	could	be	adapted	and	
adopted	into	their	own	musical	style.	It	is	possible	to	discern	the	influence	of	raga	
within	the	Dead’s	works,	even	in	the	absence	of	a	raga	itself.	This	is	evident	in	works	
such	as	‘Caution’,	‘Dark	Star’,	‘The	Eleven’	and	‘Fire	on	the	Mountain’	to	name	but	a	
few.	‘Caution’	will	be	examined	in	more	detail	in	Chapter	3	and	‘The	Eleven’	in	
Chapter	4.		
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1.4.6	The	‘Avant-garde’?	
To	establish	a	connection	between	the	world	of	classical	Avant-garde	and	the	
Grateful	Dead	may	seem	unlikely,	however,	closer	examination	reveals	several	links.	
Lesh	was	a	classically	trained	musician	who	identified	many	Avant-garde	composers	
as	influential	to	his	works,	particularly	Elliott	Carter,	Charles	Ives	and	John	Cage	
(Lesh,	2005).	These	influences	are	perhaps	closer	to	New	Modernism,	however	Lesh	
repeatedly	used	the	term	‘Avant-garde’	in	interviews	and	I	will	therefore	follow	this	
terminology	to	maintain	consistency	with	the	body	of	published	literature,	whilst	
recognizing	that	this	may	be	at	variance	with	usage	of	these	terms	in	classical	
musicological	discourse.	It	is	challenging	to	define	what	exactly	makes	music	Avant-
garde,	but	the	Dead	embodied	many	of	the	principles	that	have	become	associated	
with	this	particular	musical	era.	Both	Lesh	and	Constanten	(the	second	Dead	
keyboardist,	from	November	1968	to	January	1970)	were	students	of	Italian	
composer	Luciano	Berio	and	were	fascinated	with	serialism.	Whilst	the	terms	are	
sometimes	used	interchangeably,	there	are	important	differences	to	be	
acknowledged	between	Avant-garde	and	Experimental	music	as	summarized	by	
Michael	Nyman	in	suggesting	that	the	Avant-garde	movement	was	‘still	conceived	
and	executed	along	the	well-trodden	but	sanctified	path	of	the	post-renaissance	
tradition’	whilst	experimentalism	rejected	this	(Nyman,	1999).	David	Nicholls	further	
suggested	that	‘Avant-garde	music	can	be	viewed	as	occupying	an	extreme	position	
within	the	tradition,	while	experimental	music	lies	outside	it’	(Nicholls,	1998).	The	
Dead	were	very	much	a	group	who	experimented	from	within	traditional	popular	
music	boundaries,	and	as	such	were	clearly	more	Avant-garde	than	experimental.	
There	were	however	elements	of	experimental	music	within	their	approach,	and	a	
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parallel	could	be	drawn	between	Garcia’s	statement	of	the	Acid	test	experience,	that	
‘we	could	play	or	not’	and	John	Cage’s	composition	4’33’’.	Although	it	could	be	
argued	that	there	is	a	difference,	in	that	the	Dead	could	play	or	not,	whereas	
following	the	score	and	direction	of	Cage	the	performer	cannot	play	(Levy,	2013,	34-
35).	
	
The	principle	of	‘borrowing’	musical	influences	to	create	a	collage,	with	audibly	
distinct	musical	parts	is	a	post-modernist	principle,	and	was	used	extensively	by	Ives	
‘ranging	from	quotations	through	paraphrase	to	more	general	stylistic	imitations’	
(O’Donnell,	2010,	63).	Peter	Burkholder	proposed	fourteen	different	forms	of	
borrowing	that	Ives	used,	which	O’Donnell	condensed	to	five:	quotation,	melody,	
paraphrasing,	stylistic	allusion	and	collage	(O’Donnell,	2010,	63;	cf.	Burkholder,	1995,	
3-4).	All	of	these	proposed	forms	of	borrowing	can	be	found	in	the	Dead’s	music,	
with	examples	clearly	appearing	on	their	1968	album	Anthem	to	the	Sun,	including	
within	the	song	‘Caution	(Do	Not	Stop	on	Tracks)’	which	will	be	examined	in	detail	in	
Chapter	3.		
	
The	Dead	would	insert	influences	into	an	experimental	musical	soundscape,	creating	
a	context	for	the	displaced	sound.	An	example	of	this	would	be	inserting	bluegrass	
into	a	blues	framework	e.g.	‘Friend	of	the	Devil’	(Olsson,	2017).	When	discussing	
their	version	of	Noah	Lewis’s	jug	band	tune	‘Viola	Lee	Blues’,	Lesh	was	quoted	as	
saying	that	‘we	electrified	the	song	with	a	Boogaloo	beat	and	an	intro	lick	borrowed	
from	R&B	artist	Lee	Dorsey’s	‘Get	Out	of	My	Life	Woman’	(O’Donnell,	2010,	65).		
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It	has	been	stated	that	the	Avant-garde	is	an	activist	movement,	and	that	it	is	always	
agitating	against	something	or	someone	(Poggioli,	1981).	The	Grateful	Dead	were	
not	overtly	confrontational,	and	Hunter’s	lyrics	to	‘Foolish	Heart’	mocked	the	artist	
who	‘Sign	the	Mona	Lisa	with	a	spray	can,	[and]	call	it	art’,	distancing	the	band	from	
such	antagonistic	artistic	practices	(Gitlin,	1987,	205;	Dodd,	2005,	338-339).	
However,	the	Dead	were	central	to	the	San	Francisco	scene	and	the	counterculture	
that	emerged	there.	By	association	they	were	more	than	a	simple	commercial	rock	
group,	and	did	defy	the	conventions	of	the	music	industry.	They	were	therefore	non-
conformist	and	challenged	the	establishment	in	a	passive	way	(Olsson,	2017).	They	
emerged	at	the	political	and	aesthetic	crossroads	of	modernism	and	post-
modernism	(Wood,	2010,	43).		
	
Whilst	there	is	little	‘performance	art’	aspect	to	their	show,	and	they	did	not	keep	
reminding	fans	that	they	are	artists,	they	blurred	the	line	between	audience	and	
performer	and	existed	as	both	a	musical	and	social	entity.	Postmodernism’s	
organizational	paradigm	of	a	system	composed	of	intricate	relationships	as	opposed	
to	a	sum	of	parts	that	interact	with	their	environment	is	visibly	evident	with	the	
Dead	and	the	countercultural	scene	(Wood,	2010).	
	
The	Grateful	Dead	collaborated	with	Avant-garde	artists.	Pianist	Tom	Constanten	
performed	with	them	for	some	time	in	the	late	1960s.	Composer	John	Oswald	
manipulated	100	versions	of	‘Dark	Star’	by	stacking	them	to	create	a	crescendo	of	
white	noise,	which	was	appreciated	by	the	Dead,	who	found	his	creation	interesting,	
welcomed	him	to	use	their	music	for	this	purpose	and	granted	him	free	access	to	
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their	vault	of	sound	tapes	(Olsson,	2017,	27).	The	Dead	had	once	performed	Cage’s	
4’33”	and	for	his	75th	birthday,	Garcia	and	Hart	sent	him	a	tape	of	their	music,	which	
he	played	back	at	half	speed,	and	reportedly	enjoyed	very	much	(Spector,	2010,	180-
190;	Spector,	2013,	63-72).		
	
A	challenge	to	the	notion	of	the	Grateful	Dead	as	Avant-gardists	is	their	enduring	
popularity.	They	have	enjoyed	commercial	success	and	this	mass-market	appeal	
could	be	interpreted	as	being	at	odds	with	the	meaning	of	Avant-gardism.	Lesh	has	
stated	that	‘although	we	had	to	be	a	‘business’	in	order	to	survive	and	continue	to	
make	music	together,	we	were	not	buying	into	the	traditional	pop	music	culture	of	
fame	and	fortune,	hit	tunes,	touring	behind	albums,	etc.’	(Lesh,	2005).	The	Dead	
were	not	‘typical’	of	a	commercial	pop	group	with	their	clear	resistance	to	‘selling	
out’	and	an	emphasis	on	artistic	integrity	despite	record	company	pressures.	Anthem	
of	the	Sun’	cost	a	huge	amount	in	studio	time	and	did	not	recoup	its	money	back.	
Warner	Bros	had	to	wait	until	1970	for	the	Dead	to	create	albums	that	were	a	
commercial	success,	Workingman’s	Dead	and	American	Beauty	(Scorsese,	2016).	
	
1.4.7	Country	music	and	the	Dead:	
Country	music	was	a	significant	influence	upon	the	Grateful	Dead,	perhaps	best	
demonstrated	in	Workingman’s	Dead	and	American	Beauty.	Interviews	with	Garcia,	
Kreutzmann	and	Lesh	have	all	highlighted	the	influences	of	the	Bakersfield	sound.	
This	is	a	specific	genre	of	country	music,	developed	in	the	mid	to	late	1950s	as	a	
reaction	against	the	slickly	produced	Nashville	sound,	which	had	been	dominated	by	
smooth	strings,	sophisticated	background	vocals	and	smooth	tempos.	In	contrast,	
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the	Bakersfield	sound	was	a	raw,	louder	experience	which	had	developed	out	of	the	
Honky-Tonk	bars,	characterized	by	the	use	of	twin	electric	Fender	Telecaster	guitars,	
with	a	picking	style.	The	drum	beat	was	typically	stronger	than	Nashville	country	
music,	taking	influences	from	rock.	The	pedal	steel	was	sometimes	used.	The	music	
was	seen	as	a	rebellion	against	the	mainstream	country	music	of	the	time,	and	was	
performed	on	stage	the	same	as	it	was	recorded	in	the	studio,	being	independent	
from	elaborate	production	techniques.	In	this	respect,	there	were	similarities	
between	the	role	Bakersfield	musicians	were	taking	within	country	music	and	the	
Dead’s	associations	with	the	countercultural	scene;	both	were	passive	rebellions	
against	a	mainstream	culture,	with	lyrics	and	subject	content	that	discussed	and	
addressed	issues	of	importance	to	their	fan	base.		
	
The	Bakersfield	sound	was	not	simply	a	reaction	against	the	Nashville	scene,	but	a	
response	to	the	troubles	affecting	the	Oklahoma	dirt	farmers’	lives	which	had	been	
destroyed	during	the	1930s	‘dust	bowl’	incident	and	subsequent	hardships	and	
troubles	after	migrating	to	California.	It	spoke	of	the	struggles	with	poverty	wages,	a	
shift	from	self-employed	independence	to	servitude	on	land	controlled	by	others	
and	the	prejudice	experienced	once	they	arrived	(Price,	2012,	4-7).				
	
Kreutzmann	stated	in	his	autobiography	that	‘During	the	‘Bakersfield	era’,	we	tried	
to	be	like	a	Bakersfield	country	band	–	but	one	that	still	sounded	like	we	were	from	
300	miles	north	of	that	town,	in	the	northern	part	of	the	state.	Which	of	course,	we	
were.	We	held	to	our	psychedelic	roots	but,	in	the	studio,	we	wanted	to	try	our	hand	
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at	a	more	steady	approach.	That’s	what	that	music	called	for.	Also:	it	just	felt	like	the	
right	thing	for	us	to	do	at	the	time.	Forward	motion’	(Kreutzmann,	2015,	138).		
	
Whilst	the	Bakersfield	sound	was	important	to	the	Dead,	it	was	not	their	only	
influence	from	country	music,	and	there	was	also	evidence	of	Bluegrass	and	folk	
harmonies	within	their	works,	particularly	on	the	American	Beauty	album.	Their	set	
lists	of	the	time	were	also	beginning	to	include	more	country	covers	such	as	Phillip’s	
‘Me	and	my	Uncle,	Robbins’	‘El	Paso’	and	Haggard’s	‘Mama	Tried’.	As	well	as	
Haggard,	Owens	and	Rich,	the	Dead	were	influenced	by	Crosby,	Stills,	Nash	and	
Young,	with	Stills	even	living	at	Hart’s	ranch	for	a	period	of	time.	Kreutzmann	stated	
that	they	‘learned	a	lot	about	harmonizing	from	them’	(Kreutzmann,	2015),	although	
Crosby	denied	that	he	could	take	much	credit,	saying	‘sometimes	they	have	given	us	
credit	for	teaching	them	how	to	sing	and	that’s	not	true.	They	knew	how	to	sing;	
they	had	their	own	style	and	they	had	the	most	important	quality	of	it	down	already,	
which	is	tale	telling’	(Classic	Albums,	1999).		
	
Country	music	was	important	within	the	larger	American	music	scene,	and	provided	
the	Dead	with	an	opportunity	to	produce	a	commercially	successful	album	in	the	
Workingman’s	Dead.	The	use	of	the	Bakersfield	sound	made	‘The	album	more	
assessable	to	listeners	who	were	only	just	discovering	the	Dead	as	a	result	of	a	radio	
play’	(Poole,	2016,	4).	Whilst	the	use	of	major-chord	progressions	(E.g.	particularly	I-
IV-V	and	I-vi-IV-V)	and	acoustic	instrumentation	were	uncommon	for	the	Dead,	the	
use	of	the	major,	blues,	major	pentatonic	scales,	and	in	particular	the	incorporation	
of	the	Mixolydian	and	Aeolian	modes	had	already	started	during	their	period	of	
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Psychedelic	experimentations	and	in	many	ways	this	direction	of	travel	felt	quite	
natural	and	did	not	standout	against	their	background	output.	
	
There	were	many	similarities	in	structure	between	country	music	and	the	blues,	and	
the	Dead	were	rooted	within	this	genre,	in	particular	through	MacKernan.	In	
addition	to	country’s	use	of	the	Dominant	7th	and	9th	arpeggios,	minor	7th	and	minor	
9th	arpeggios,	the	Dead	had	already	begun	experimenting	with	the	use	of	time	
signatures	other	than	4/4	such	as	2/4	and	6/8.	The	use	of	double	stops,	particularly	
in	3rds	and	6ths	became	more	noticeable	in	some	of	their	works,	but	never	featured	
as	prominently	as	in	‘true’	country	music.		
	
Garcia	had	a	particular	interest	in	Bluegrass,	and	played	in	many	smaller	projects,	
including	one	with	Hunter,	before	the	Dead	were	formed.	Shortly	after	
Workingman’s	Dead	and	American	Beauty,	he	set	up	another	bluegrass	side	project	
in	1973	called	Old	and	in	the	Way.	Garcia	was	an	aspiring	bluegrass	player	in	the	
1960s	and	a	serious	banjo	picker.	His	style	for	this	would	have	had	to	be	adapted	
given	his	childhood	accident	where	his	brother	cut	off	his	right	hand	middle	finger	
with	an	axe	(Jackson,	1999).	He	played	with	David	Grisman	in	Pennsylvania	at	many	
country	music	venues	before	reuniting	with	him	in	1973	for	shows	with	Old	and	in	
the	Way	(Smith,	1995,	107-110).	
	
Bluegrass	is	characterized	by	its	instrumentation,	which	typically	consisted	of	5-
string	banjo,	fiddle,	guitar,	mandolin,	bass	and	harmonized	singing	with	the	notable	
absence	of	drums,	harmonica,	pianos	or	electric	instruments.	Songs	typically	had	a	
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fast,	pumping	rhythm	with	the	offbeat	emphasized	and	the	instrumentalists	
anticipating	the	beat	to	create	the	feeling	of	a	surging	pulse.	The	banjo	was	played	
with	a	thumb	pick	and	two	finger	picks	with	the	guitar	primarily	of	the	large	bodied,	
flat-backed	design	to	provide	enough	punch	to	be	heard,	which	would	provide	
rhythm,	although	solos	were	not	uncommon.	The	mandolin	played	the	dual	role	of	
lead	solos	and	in	strumming	a	‘rhythm	chop’	on	the	off-beat,	performing	the	
function	of	a	snare	drum.	It	is	clear	from	this	that	the	Dead	adjusted	much	of	this	
format	to	suit	their	needs,	and	never	attempted	to	transform	into	a	bluegrass	band,	
as	their	instrumentation	and	approach	were	quite	separate	from	this.	However,	
strumming	patterns,	rhythms	and	ideas	were	adopted,	and	are	probably	best	heard	
in	‘Friend	of	the	Devil’.	Bluegrass	also	consists	of	a	group	improvisation	set	on	a	
formal	harmonic	skeleton,	and	it	could	be	suggested	that	the	Dead	are	closer	in	style	
to	an	electric	bluegrass	band	than	the	jazz	combos	that	they	often	get	compared	to.	
Garcia’s	linear	improvisation	on	uptempo	ballads	such	as	Browneyed	Women	is	also	
firmly	set	within	bluegrass	territory.	
	
Boogie	was	another	feature	contained	within	the	Grateful	Dead’s	musical	palette,	
characterized	by	its	swung	note/shuffle	rhythm	base	‘groove’.	It	can	typically	be	
found	in	1950-1960s	rock	and	roll,	and	has	its	roots	in	African-American	
communities	in	the	1870s,	becoming	popular	in	the	1920	as	Boogie	Woogie	(Du	
Nayer,	2003).	Originally	performed	on	piano,	it	was	characterized	by	a	regular	left-
hand	bass	pattern,	which	would	transpose	as	it	followed	the	given	chord	
progression.	Typically	based	around	the	I-IV-V-I	12-bar	blues	shape,	it	featured	
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decorations	around	the	current	chord,	including	the	use	of	the	seventh	note	on	the	
third	beat	if	used	on	the	dominant	(Burrows,	1995,	42).		
	
In	his	biography,	Arthur	Smith	suggested	that	country	artists	first	started	to	
incorporate	versions	of	boogie	into	their	pieces	in	the	late	1930s,	and	was	
sometimes	referred	to	as	hillbilly	boogie	or	Okie	boogie.	The	boogie	woogie	pattern	
started	to	be	used	by	Swing	bands	in	the	1940s	such	as	Glenn	Miller’s	hit	‘Boog	It’,	
the	Andrews	Sisters	‘Beat	me	Daddy,	Eight	in	the	Bar’,	Tommy	Dorsey’s	‘Boogie	
Woogie’	and	Count	Basie’s	‘Mad	Boogie’.	The	Dead	did	not	alter	the	pattern	much	
from	its	original	form,	and	it	can	be	found	in	many	of	their	cover	songs	such	as	‘Big	
Boss	Man’	(see	Chapter	2)	and	a	couple	of	their	original	works	such	as	‘Truckin’’	(see	
Chapter	5).	
	
1.4.8	Dance	and	the	Grateful	Dead:	
The	Grateful	Dead	regarded	some	of	their	repertoire	to	be	dance	music	(Lesh,	2005).	
This	may	seem	surprising	when	examining	some	of	their	more	experimental	works,	
but	their	music	was	broad,	and	undoubtedly	some	of	the	songs	they	performed	were	
written	to	be	danced	to,	including	‘Dancing	in	the	Street’,	‘Let	the	Good	times	roll’,	
‘Beat	it	on	Down	the	Line,	and	‘Shakedown	Street’.		
	
At	the	heart	of	all	dance	music	is	the	concept	of	embodiment.	This	is	a	central	part	of	
rhythm,	discussed	by	Lawrence	Zbikowski,	who	suggested	that	a	model	of	musical	
rhythm	could	be	constructed	based	on	four	integrated	pillars,	which	included	regular	
rhythm,	differentiation	between	rhythmic	events	that	are	cyclical,	and	a	strong	
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sense	of	embodiment	(Zbikowski,	2004,	276).	From	the	Dead’s	early	days	as	the	
house	band	for	the	‘Acid	Tests’	onwards,	embodiment	has	been	central	to	the	
Grateful	Dead	experience,	and	as	discussed	earlier	a	core	philosophy	behind	
psychedelic	music	is	that	of	a	musical	experience	whilst	‘tripping’	and	of	a	collective	
group	event,	and	resonates	with	this.	During	the	1960s,	many	of	the	Dead’s	live	
performances	were	frequented	by	groups	of	countercultural	Sufi-Spinners,	and	the	
band	went	as	far	as	setting	up	special	areas	for	them	to	carry	out	their	spinning	
meditations,	so	that	they	would	not	collide	with	anyone,	but	still	experience	a	high-
quality	sound	mix	(Lesh,	2005).		
	
Groove	lies	at	the	center	of	all	dance	music,	and	has	been	defined	by	Mark	Spicer	as	
a	‘complex	tapestry	of	riffs	–	usually	played	by	the	drums,	bass,	rhythm	guitar	and/or	
keyboard	in	some	combination	–	that	work	together	to	create	the	distinctive	
harmonic/rhythmic	backdrop	which	identifies	a	song’	(Spicer,	2001).	This	was	
expanded	upon	by	Zbikowski,	who	defined	groove	as	‘a	large-scale,	multi-layered	
pattern	that	involves	both	pitch	and	rhythmic	materials,	and	whose	repetitions	form	
the	basis	for	either	a	portion	or	all	of	a	particular	tune’	(Zbikowski,	2001)	and	
Timothy	Hughes,	who	specifies	that	‘a	figure	is	not	groove	unless	it	is	designed	to	be	
repeated’	(Hughes,	2003,	14).	Mark	Butler	suggested	that	groove	could	act	as	a	
backdrop	to	improvisation	and	that	its	relevance	to	a	broad	range	of	musical	
practices,	not	just	dance	music,	should	not	be	ignored.	This	included	its	roots	within	
African	drumming	traditions,	and	call	and	response,	which	are	considered	to	be	the	
building	blocks	of	modern	rock	and	pop	(Butler,	2014,	207-208).		
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The	Dead	therefore	were	slightly	atypical	when	considering	groove.	On	the	one	
hand,	much	of	their	early	music	comprised	African-American	soul	and	blues	covers,	
there	was	clear	evidence	of	the	importance	of	embodiment	from	within	the	
counterculture	and	the	Dead	themselves	considered	their	music	to	be	suitable	to	
dance	to.	However,	the	Dead	drew	upon	a	wide	range	of	influences,	and	utilized	
complex	poly-rhythms	and	multiple,	non-repeating	patterns	with	ambiguity	of	key	
placed	as	a	central	theme.	Whilst	many	Deadhead’s	did	dance	as	observed	in	video	
recordings,	the	use	of	psychedelic	drugs	means	that	it	is	unclear	whether	the	music	
or	the	drugs	was	the	source	of	the	dancing.	Hughes	suggested	that	anticipation	was	
important	within	groove,	and	that	repetition	created	both	a	sense	of	flow	and	
completeness	at	the	end	(Hughes,	2003,	15).	It	was	often	impossible	to	anticipate	
where	the	Dead’s	music	was	going	to	end	up,	as	they	often	did	not	know	
themselves,	since	their	music	is	improvisational	and	its	direction	may	be	decided	
upon	in	a	fraction	of	a	second.	Importantly,	ambiguity,	rather	than	predictability,	
was	a	hallmark	of	their	playing.	Conversely,	they	undoubtedly	generated	a	sense	of	
flow,	and	recognition	of	repeated	concepts,	even	if	varied	somewhat	and	flexible,	
was	evident	in	their	playing.	These	concepts	will	be	examined	further	in	Chapter	6,	
through	the	analysis	of	‘Dancing	in	the	Streets’.						
	
1.4.9	Jazz	and	the	Grateful	Dead:	
The	Grateful	Dead	took	influences	from	many	different	musicians	and	musical	styles,	
which	was	made	possible	through	the	varying	backgrounds	of	the	all	the	band	
members	and	their	passion	for	introducing	and	sharing	any	new	recordings	they	
might	have	heard	with	each	other,	as	well	as	attending	live	concerts	as	a	group.	In	
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particular	Garcia	and	Lesh,	the	slightly	older	members	of	the	Dead,	provided	the	
main	drive	to	keep	this	practice	going.		
	
The	Grateful	Dead’s	fascination	with	jazz	music	was	one	of	the	reasons	that	the	band	
turned	towards	experimenting	with	modes.	Lesh	was	particularly	interested	in	Miles	
Davis’s	playing,	and	the	Dead	had	actually	played	after	him	in	several	1970s	concerts	
at	the	Fillmore	West,	shortly	after	the	Bitches	Brew	album	was	released.	Lesh	had	
written	in	his	autobiography	‘As	I	listened	[to	Miles	Davis],	leaning	over	the	amps	
with	my	jaw	hanging	agape,	trying	to	comprehend	the	forces	that	Miles	was	
unleashing	onstage,	I	was	thinking,	‘What’s	the	use?	How	can	we	possibly	play	after	
this?	We	should	just	go	home	and	try	to	digest	this	unbelievable	shit’’	(Lesh,	2005).	
He	went	on	to	say	that	‘In	some	ways,	it	was	similar	to	what	we	were	trying	to	do	in	
our	free	jamming,	but	ever	so	much	more	dense	with	ideas,	and	seemingly	
controlled	with	an	iron	fist,	even	at	its	most	alarmingly	intense	moments….	Only	
Jerry	had	the	nerve	to	go	back	and	meet	Miles,	with	whom	he	struck	up	a	warm	
conversation.	Miles	was	surprised	and	delighted	to	know	that	we	knew	and	loved	his	
music’	(Lesh,	2005).		
	
When	interviewed,	Garcia	cited	John	Coltrane	as	a	huge	influence	for	the	Dead	in	
1966,	and	they	were	fascinated	by	his	use	of	modal	jamming,	where	he	would	use	
one	chord	or	scale	throughout	a	song	(Jackson	1999),	and	tried	this	approach	out	in	
‘Viola	Lee	Blues’	and	‘In	the	Midnight	Hour’.	These	were	not	analysed	in	this	thesis,	
but	have	been	examined	in	detail	by	Malvini	in	his	book	Grateful	Dead	and	the	Art	of	
Rock	Improvisation.	Lesh	has	also	sited	Coltrane	as	an	influence,	in	particular	the	
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1961	impulse!	Records	album	Africa/Brass,	and	1965s	Ascension	as	his	favorite	
works	(Malvini,	2013,	88).	Weir	more	vividly	commented	that	on	listening	to	
Coltrane	‘We	felt	at	that	time,	when	we	were	listening	to	Coltrane,	that	we	were	
hardly	fit	to	grovel	at	his	feet…	But	still,	we	were	trying	to	get	there;	our	aims	were	
pretty	much	the	same’	(Jackson,	1999,	107).	
	
Further	Jazz	ideas	would	also	surface	from	1973	onwards	when	Keith	Godchaux	took	
over	keyboard	duties	and	experimented	with	Davis’s	fusion	style,	and	Boone	further	
noted	Godchaux’s	use	of	‘Tyner-inspired	quartal	harmony’	in	his	‘Dark	Star’	
accompaniments	(Malvini,	2013,	88).	It	was	at	this	time	in	the	early	1970s	that	Weir	
also	began	to	adapt	his	rhythm	playing	after	hearing	how	McCoy	Tyner’s	piano	
interacted	with	Davis	and	Coltrane.	He	‘began	to	use	it	as	his	model’	towards	
shaping	his	playing,	in	particular	adapting	his	interactions	with	Garcia’s	melody,	and	
how	he	then	responded	to	his	phrases	(Malvini,	2013,	88).	These	developments	with	
Weir	and	Godchaux	were	unfortunately	outside	the	time	period	covered	in	this	
thesis,	and	would	benefit	from	further	research	in	the	future.	
	
As	with	the	influences	of	other	bands,	it	can	sometimes	be	difficult	to	pinpoint	
where	a	defined	element	of	the	music	of	Davis,	Coltrane	and	Tyner	appears	within	
specific	elements	of	the	Dead’s	playing.	It	is	instead	their	ideas	and	concepts	that	
can	be	traced	after	they	have	been	adapted,	altered	and	developed.	This	is	echoed	
by	Garcia	when	he	stated	‘I’ve	been	influenced	a	lot	by	Coltrane,	but	I	never	copped	
his	licks	or	sat	down,	listened	to	records,	and	tried	to	play	his	stuff.	I’ve	been	
impressed	with	that	thing	of	flow,	and	of	making	statements	that	to	my	ears	sound	
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like	paragraphs	–	he’ll	play	along	stylistically	with	a	certain	kind	of	tone,	in	a	certain	
kind	of	syntax,	for	X	amount	of	time.	Then	he’ll,	like,	change	the	subject,	then	play	
along	with	this	other	personality	coming	out,	or	else	his	personality	is	changing,	or	
his	attitude’s	changing.	But	it	changes	in	a	holistic	way,	where	the	tone	of	his	axe	
and	everything	changes’	(Jackson,	1999,	108).	It	could	well	have	been	these	ideas,	
crossed	with	ideas	from	minimalism	and	raga	that	led	to	the	development	of	
‘jamming	spheres’	and	the	phenomenon	of	‘noodling/directionless’	jamming,	which	
will	be	discussed	in	more	detail	in	chapters	3	and	4.	
	
Figure	1.14	shows	the	influences	that	the	Dead	used	during	their	early	years.	
	 84	
Figure	1.14:	Influences	on	the	‘primal’	Grateful	Dead	
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																																									Chapter	2	
	
																														Did	I	take	a	wrong	turn	on	life’s	winding	road?	
																														Won’t	somebody	help	me	find	the	right	way	to	go?	
																														My	life	needs	some	corrections,	alterations	in	direction	
																														Won’t	somebody	stand	by	me	–	yes,	
																														I’m	lost,	yes	I’m	lost	
																														Yes,	I’m	lost	
																																																													(McKernan,	1972,	The	Stranger)	
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	2.1	Chapter	2:	The	Blues	Influence	
In	this	chapter	I	will	examine	music	from	early	in	the	Grateful	Dead’s	career,	to	
establish	their	earliest	influences	and	to	investigate	the	main	idiosyncrasies	that	
have	remained	in	place	throughout	the	years.	I	will	also	highlight	the	stylistic	
features	that	are	mainly	confined	to	the	1960s	‘Pigpen’	era.	Generally,	the	Dead’s	
idiom	is	centered	around	three	key	time	periods,	reflecting	the	changes	within	their	
lineup,	1965-1973	(Pigpen),	1973-1979	(Godchaux)	and	1979-1990	(Mydland).	This	
theory	is	supported	by	Kreutzmann	in	his	autobiography,	where	he	joked	that	‘like	
Spinal	Tap	and	drummers,	the	Grateful	Dead	had	a	way	of	going	through	
keyboardists.	If	they	were	full-time	members,	their	residency	with	the	band	had	a	
tendency	to	terminate	early	due	to	death’	and	he	went	on	to	suggest	‘You	can	really	
divide	Grateful	Dead	eras	by	who	was	on	keys	–	Pigpen	represented	the	60’s,	Keith	
represented	the	70’s,	Brent	represented	the	80’s’	(Kreutzmann,	2015,	250-253).	It	
must	be	remembered	that	these	musicians	were	not	simply	restricted	to	playing	
keys;	they	were	integral	to	the	creative	process	in	writing	the	works,	reinterpreting	
earlier	material	and	in	shaping	the	direction	the	group	were	moving	in.	They	also	
provided	additional	contributions	to	the	instrumentation,	in	that	they	all	provided	
differing	levels	of	vocal	delivery	from	lead	vocals	to	backing	harmonization,	and	in	
the	case	of	McKernan	the	addition	of	harmonica.	
	
The	key	stylistic	features	and	interactions	will	be	identified	and	investigated	through	
the	analysis	of	‘Big	Boss	Man’.		
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	2.2.1:	Big	Boss	Man	
‘Big	Boss	Man’	is	a	cover	of	a	traditional	blues	song	by	Luther	Dixon	and	Al	Smith.	It	
was	a	track	first	recorded	by	Jimmy	Reed	in	1960,	and	later	in	1967	by	Elvis	Presley.	
The	Dead’s	version	shared	the	most	similarities	with	Reed’s	version	and	was	most	
likely	the	one	on	which	they	would	have	based	their	interpretation,	although	it	was	
still	substantially	different	from	both	of	the	recordings.		
	
This	track	was	chosen	for	analysis	for	several	main	reasons:	the	quality	of	the	
recording	was	good	for	the	year,	it	demonstrates	the	blues	influence	that	underpins	
early	Grateful	Dead	works,	the	track	features	McKernan	on	vocals	and	harmonica	
and	finally	due	to	McKernan	playing	harmonica,	it	lacked	any	keyboard,	which	was	
unusual	from	the	late	1960s	onwards.	
	
The	recording	used	for	the	analysis	was	from	the	Fillmore	auditorium	on	7/3/66,	and	
represented	the	first	time	that	the	band	performed	the	song	live.	Early	1966	proved	
to	be	an	important	time	for	the	development	of	the	Dead’s	style,	and	was	the	first	
year	that	whole	shows	were	recorded	(due	to	the	efforts	of	Stanley)	and	they	played	
102	shows	featuring	63	different	songs.	It	was	recorded	towards	the	end	of	their	
time	as	the	Acid	Test	house	band,	which	gave	birth	to	far	greater	levels	of	
experimentation	and	improvisation	within	their	works,	a	forerunner	to	the	
development	and	growth	of	psychedelic	music.	It	is	difficult	to	find	an	earlier	
complete	track	for	analysis,	as	the	Acid	Test	performances,	whilst	recorded,	have	not	
been	released	in	full	and	only	short,	poor	quality	tracks,	are	available.	This	particular	
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	recording	was	chosen	for	its	clarity	and	that	it	holds	the	status	of	being	an	early	
show	with	a	full	recording.		
	
Out	of	their	2,314	shows	over	thirty	years,	‘Big	Boss	Man’	was	performed	a	total	of	
seventy-one	times,	with	four	performances	during	1966,	peaking	in	1971	with	a	total	
of	twenty-one	appearances.	Although	seventy-one	shows	may	seem	a	small	number,	
it	must	be	remembered	that	the	Dead	were	known	for	their	continued	set	list	
changes,	and	even	the	ever	popular	‘Dark	Star’	was	only	played	219	times.	See	
Figure	2.1	for	a	breakdown	of	how	the	track	fits	into	the	concert	as	a	whole.	
	
Figure	2.1:	Fillmore	Auditorium,	San	Francisco	7/3/66	Concert	Breakdown	
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Nobody’s	Fault	but	Mine	
C	
N/A	
1.09	 	
1st	half	
Dancing	in	the	Street	 7,59	 Extended	jam	
I	Know	you	Rider	 3.05	 	
He	Was	a	Friend	of	Mine	 4.16	 	
Next	Time	You	See	Me	 3.32	 	
Viola	Lee	Blues	 7.39	 Extended	jam	
Big	Boss	Man	 3.49	 	
Sitting	on	Top	of	the	World	 2.21	 	
Keep	Rolling	By	 4.35	 	
New	New	Minglewood	Blues	 O	 3.54	 	
2nd	
half	
Cold	Rain	and	Snow	 C	 3.16	 	
Tastebud	 O	 6.37	 	
Beat	it	on	Down	the	Line	 C	 2.48	 	
Cream	Puff	War	 O	 5.18	 	
Don’t	Mess	Up	a	Good	Thing	 C	 3.14	 	
Cardboard	Cowboy	 O	 2.31	 	
Gangster	of	Love	 C	 5.10	 	
You	don’t	have	to	Ask	 O	 4.32	 	
In	the	Midnight	Hour	 C	 15.50	 Y	
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	This	concert	was	one	of	very	few	complete	recorded	shows	from	1966,	and	was	
unusually	long,	containing	nineteen	songs.	It	was	felt	by	David	Lemieux	(the	Dead’s	
audio	archivist)	that	some	of	the	songs	‘really	defined	their	early	repertoire’,	
including	‘Big	Boss	Man’	(30	trips,	2015).	Furthermore,	‘Viola	Lee	Blues’,	‘Dancing	in	
the	Street’	and	‘In	the	Midnight	Hour’	provided	a	platform	for	their	earliest	extended	
jams.	
	
This	concert	contained	no	song	morphing	(layer	4)	between	any	of	the	tracks,	and	
‘Big	Boss	Man’	featured	no	organ,	due	to	McKernan	playing	the	harmonica,	just	one	
of	the	different	features	within	this	period	that	he	brought	to	the	band’s	sound.	He	
was	also	the	lead	vocalist,	important	as	in	the	Dead’s	early	works	this	was	often	the	
case,	and	was	a	defining	feature.	Furthermore,	this	track	was	not	used	as	a	vehicle	
for	layer	3	jamming,	and	the	focus	of	this	analysis	will	therefore	be	on	layers	1	and	2	
of	my	proposed	layered	model.		
	
‘Big	Boss	Man’	will	serve	as	a	medium	to	focus	on	three	key	features	of	the	Dead’s	
early	performances.	
(1) Garcia’s	reiteration	of	a	basic	riff	throughout	the	piece	within	layer	2	
(2) Lesh’s	intricate	bass	lines	and	its	significance	to	the	layer	2	structure	
(3) The	early	Dead’s	use	of	McKernan	on	vocals	and	harmonica	and	the	
subsequent	lack	of	organ	within	layer	1	
	
Despite	the	high	quality	of	the	given	1966	recording,	Weir’s	rhythm	guitar	remained	
frustratingly	hidden	within	the	soundbox	(Moore,	2005),	and	could	only	be	heard	at	
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	certain	points.	Video	for	the	date	could	not	be	found,	and	he	changed	the	structure	
of	his	line	during	the	following	years,	so	I	have	constructed	and	extrapolated	his	part	
from	the	sections	where	it	was	more	clearly	audible,	and	given	the	piece’s	repetitive	
nature,	I	am	as	confident	as	possible	of	its	accuracy.	
	
When	analyzing	any	Grateful	Dead	song,	it	is	important	to	first	look	at	an	overview	of	
the	tracks	sonic	landscape	using	a	structural	event	analysis,	see	Figure	2.2.	This	was	
illustrated	in	my	undergraduate	dissertation	(Longcroft-Wheaton,	2016).	A	time-
based	structure	of	this	type	is	a	useful	summary	of	how	a	particular	version	of	the	
song	is	laid	out,	and	can	be	used	to	compared	the	changes	in	structure	applied	to	
other	live	versions	as	to	where	jams	are	inserted.	In	this	case,	the	fundamental	
structure	follows	a	standard	blues	convention,	similar	to	the	original	version.	
	
Figure	2.2:	‘Big	Boss	Man’		
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|---------------|	
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A	full	structural	event	analysis	of	‘Big	Boss	Man’	can	be	seen	in	Appendix	1.	
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	When	examining	layer	1	structure,	it	is	evident	that	the	piece	is	essentially	a	‘typical’	
blues	track,	sounding	like	a	half	time	twelve-bar	blues,	especially	within	the	lyrics.	
Interestingly	though,	when	the	chord	progression	is	analyzed,	it	is	assembled	as	the	
slightly	less	common	twenty-four	bar	blues	pattern,	and	is	set	in	4/4	time	in	the	key	
of	E	major.	The	chord	pattern	itself	is	similar	to	the	Reed	version,	but	the	Dead	do	
make	some	changes	to	this	structure.	The	first	section,	or	verse,	of	the	piece	uses	
the	structural	pattern	of	I		–		I		–		I		–		I	,			I		–		I		–		I		–		I	,			IV	–	IV	–	IV	–	IV	,			I		-		I		-		I		-		
I	,			V	–	V	–	IV	–	I	(the	I	changed	to	a	IV	in	later	performances),			I		-		IV		-		I		-		V	.		The	
key	feature	of	the	blues	that	signals	the	twelve-bar	feel	is	the	V	–	IV	-		I	progression,	
and	that	is	not	heard	until	bar	17,	therefore	making	it	a	24-bar	blues.		
	
The	next	part	of	the	structure	that	the	Dead	sometimes	alter	is	seen	within	bars	21-
24	of	the	24-bar	progression,	where	they	adjust	the	end	sequence	of	the	guitar	solo	
to	I	–	I	–	I	–	V.	This	creates	a	slightly	different	effect	of	movement	before	the	
restarting	of	the	sequence,	highlighting	the	movement	back	to	the	tonic	and	
emphasizing	the	elision	of	the	lyrics.	The	greatest	amount	that	the	Dead	diverged	
from	this	established	pattern	within	the	layer	1	structure,	was	during	the	harmonica	
solo	(1’30’’),	where	the	chord	progression	alters	bars	5-8	to	I	–	I	–	V	–	V,	whilst	not	
using	any	additional	harmonies;	it	helps	to	establish	the	blues	progression	at	the	
twelve	bar	point,	(V	–	V,	IV	–	IV	–	IV	–	IV,		I	),	given	the	Dead’s	poly-improvisational	
approach	to	the	solos.	
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For	ease	of	deciphering	stylistic	features,	I	will	look	at	individual	band	member’s	
parts	first,	teasing	out	the	important	features,	before	looking	at	how	the	parts	
interact	with	each	other.	
	
2.2.2:	The	guitars	
During	the	early	years	of	their	career,	the	Grateful	Dead	were	heavily	influenced	by	
the	blues,	as	were	most	rock	bands,	and	prominent	features	of	this	can	be	found	
throughout	their	early	music.	‘Big	Boss	Man’	was	among	several	key	blues	works	that	
significantly	featured	in	their	concerts	at	this	time,	along	with	other	tracks	such	as	
‘Viola	Lee	Blues’,	‘Good	morning	Little	Schoolgirl’,	‘Caution’	and	‘Nobody’s	Fault	but	
Mine’.		
	
The	track	opens	with	eight	bars	centered	on	the	tonic	chord,	with	Garcia	introducing	
a	catchy	opening	riff	(or	hook),	which	goes	on	to	recur	throughout	the	whole	track	in	
varying	different	forms,	continually	revisiting	the	material	from	the	main	theme,	a	
form	of	layer	2	improvisation.	Although	this	riff	was	present	in	the	Reed	recording,	it	
was	more	understated,	and	Garcia	appears	to	have	picked	up	on	this	characteristic	
and	decided	to	make	a	prominent	feature	of	it.	
	
In	the	opening	bar,	Garcia	establishes	the	main	riff.	This	first	phrase	uses	notes	from	
the	E	major	pentatonic	scale	(B-C#-E),	which	is	then	repeated	using	the	E	minor	
pentatonic	scale	(D♮-B-D♮),	ending	the	phrase	back	in	the	major	pentatonic	(B	and	
G#).	In	Alexander’s	book	‘the	Complete	Guide	to	Playing	Blues	Guitar’,	he	suggested	
that	a	‘typical’	performance	approach	was	to	use	the	major	pentatonic	over	the	
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tonic	chord	and	the	minor	pentatonic	with	the	subdominant	chord	(Alexander,	2014,	
224).	What	Garcia	is	seen	to	do	here,	is	combine	this	approach	over	just	one	chord,	
creating	a	sense	of	tonal	ambiguity,	with	the	major	pentatonic	providing	a	‘happier’	
sound	due	to	the	6th	note	(C#)	and	lack	of	theflattened	3rd	(G♮),	immediately	
followed	by	the	minor	pentatonic	including	the	flattened	7th	(D♮)	(Alexander,	2014,	
213).	This	opening	riff	characterizes	the	jump	of	a	9th,	followed	by	the	drop	of	a	6th,	a	
feature	found	throughout	the	work	along	with	the	jump	of	a	6th,	which	is	typically	
resolved	through	a	return	to	the	springboard	note,	see	Figure	2.4.		
	
These	riffs	are	used	throughout	the	Dead’s	version	of	the	track,	along	with	a	
characteristic,	blues	influenced	slide	from	the	note	before	(Alexander,	2014,	98),	
usually	seen	from	the	2nd	fret	A	to	the	4th	fret	B,	see	Figure	2.3.	It	needs	to	be	
highlighted	that	the	note	of	A	from	the	minor	pentatonic	is	used	rather	than	the	
augmented	4th	of	A#	which	features	in	the	E	blues	scale.	This	provides	evidence	
towards	their	use	of	a	mixed	major/minor	pentatonic	scale,	rather	than	that	of	a	
blues	scale.	The	augmented	4th	/flattened	5th	of	the	Blues	scale	has	a	very	distinctive	
and	dissonant	effect,	which	is	not	found	within	the	Dead’s	version	of	this	cover	
piece.		
	
The	3rd	and	5th	note	of	the	pentatonic	scales	however	are	really	a	microtone	up	from	
the	notation,	and	a	guitarist’s	way	of	creating	these	is	to	slightly	bend	those	notes	
when	playing	them	creating	the	same	overall	effect.	This	is	a	technique	that	is	used	
in	the	track	by	Garcia	and	by	McKernan	on	the	harmonica,	again	somewhat	
discounting	the	use	of	the	blues	scale	as	it	includes	both	the	A	and	A#	giving	E	-	G♮-	
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A	-	A#	-	B	-	D♮-	E	(Mead,	2002,	107-112).	Sliding	notes	are	idiomatic	of	blues	and	
rock	playing,	and	these	grace	notes,	although	present,	do	not	alter	the	overall	
harmony,	their	purpose	being	the	creation	of	interest	and	character.		
	
Figure	2.3:	Garcia’s	repeated	riff,	glissando	and	use	of	the	major/minor	pentatonic	
	
	
Figure	2.4:	A	repeat	of	the	main	riff	in	IV	position,	with	the	riff	on	C		
	
	
Throughout	the	piece,	Garcia	makes	use	of	the	characteristic	blues	feature	of	
flattening	the	3rd	and	7th	note,	but	shows	that	he	also	has	no	problem	in	ignoring	
them,	which	in	effect	creates	a	level	of	ambiguity	by	blending	the	major	pentatonic	
scale	(E,	F#,	G#,	B,	C#)	with	the	minor	pentatonic	scale	(E,	G♮,	A,	B,	D♮),	see	Figure	
2.4.	Berliner	stated	in	his	book	Thinking	in	Jazz	that	‘soloists	can	produce	a	common	
pentatonic	scale	from	a	major	scale	by	eliminating	its	fourth	and	seventh	degree’	
(Berliner,	1994,	162),	linking	this	practice	into	the	world	of	jazz.	This	feature	is	not	
unique	to	jazz	and	can	also	be	seen	in	rock	and	blues	improvisations.	On	the	guitar,	
where	a	lot	of	rock	music	tends	to	be	‘written	at	the	fret-board’	(Moore,	2001,	59),	
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which	is	confirmed	in	Netflix’s	documentary	The	Other	One	where	Weir	explained	
‘Most	often	I	think	what	I	probably	end	up	doing	is	just	fumbling	around	on	the	
guitar	and	just	playing,	until	I	find	something	I	like	and	string	it	together	from	there’	
(Netflix,	2015).	The	mixing	of	the	major	and	minor	pentatonic	and	use	of	the	blues	
scales,	is	considered	to	be	an	important	way	of	producing	varied	and	exciting	
improvisations.	Garcia	not	only	mixes	the	major	and	minor	pentatonic,	but	
frequently	uses	notes	outside	of	them,	the	passing	notes	and	chromatics,	to	add	
color	to	the	melody	as	well	as	attempting	to	disembody	the	phrase	from	its	key.	
Figure	2.4	also	shows	the	triplet	on	the	last	beat	in	the	4th	bar,	which	would	become	
a	feature	within	his	playing.		
	
It	could	be	questioned	whether	in	mixing	the	major	and	minor	pentatonic	scales	the	
fundamental	structure	of	the	scale	is	lost,	and	that	in	effect	Garcia	is	not	using	
pentatonic	scales	at	all.	However,	I	do	not	believe	this	to	be	the	case.	In	examining	
the	riff	from	the	first	two	bars,	he	effectively	takes	a	theme	and	varies	it	by	switching	
from	the	E	major	to	E	minor	pentatonic	scale.	It	is	not	uncommon	in	all	forms	of	
composition	to	take	a	pattern	and	develop	it	through	the	addition	of	
embellishments,	modulation	or	instrumental	changes	(Cope,	1997).	It	must	be	
appreciated	that	this	is	being	composed	at	the	fret	board,	not	the	keyboard,	and	
guitarists	tend	to	work	along	the	principle	of	scale	pattern	boxes.	This	shift	is	easily	
achieved	on	the	guitar	due	to	the	overlap	between	the	major	and	minor	scale	
patterns,	see	figure	2.5.	This	opening	riff	basically	reflects	a	move	from	ninth	to	
seventh	to	fourth	position	using	major	pattern	5	>	minor	pattern	3	>	major	pattern	
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2.	The	guitar	fretboard	diagrams	used	here	have	been	adapted	slightly	to	make	it	
easier	for	note	recognition,	and	each	box	represents	a	fret	with	its	subsequent	note.	
	
Figure	2.5:	Major/Minor	E	pentatonic	patterns	and	overall	positioning	on	the	fret	
board.	
	
E	major	pentatonic	2nd	fret	position	
	
	
	
	
	
	
E	major	pentatonic	9th	fret	position	
	
9	 C#	 F#	 B	 E	 G#	 C#	
	 	 	 	 	 	 	
	 	 G#	 C#	 F#	 	 	
12	 E	 	 	 	 B	 E	
	 	 	 	 	 	 	
	
	
	
	
	
	 	 	 	 G#	 	 	
2	 F#	 B	 E	 	 C#	 F#	
	 	 	 	 	 	 	
	 G#	 C#	 F#	 B	 	 G#	
5	 	 	 	 	 E	 	
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E	minor	pentatonic	5th	fret	
	 	 	 	 B	 	 	
5	 A	 D	 G♮	 	 E	 A	
	 	 	 	 	 	 	
7	 B	 E	 A	 D♮	 	 B	
	 	 	 	 	 G♮	 	
	
Notes	used	on	guitar	riff	1	bar	1-2	
3	 	 	 	 	 	 	 	
	 	 	 	 B	
3	
	 G#	
4	
E	major	pentatonic	
position	2	
5	 	 	 	 	 	 	 	
	 	 	 	 	 	 	 	
7	 	 	 	 D♮	
3	
	 B	
4	
E	minor	pentatonic	
position	3	
	 	 	 	 	 	 	 	
9	 	 	 B	
2	
E	
3	
	 C#	
4	
E	major	pentatonic	
position	5	
	
The	red	numbers	refer	to	the	left-hand	fingers	that	could	be	used	to	fret	the	notes	
	
Whilst	a	debate	over	whether	this	form	of	mixing	major	and	minor	pentatonic	scale	
patterns	leads	to	a	unique	pattern	is	valid,	it	is	my	contention	that	this	form	of	tonal	
ambiguity	became	a	hallmark	of	the	Grateful	Dead,	which	becomes	apparent	
throughout	their	works.	Mermikides	proposed	that	in	improvisational	practice	
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variation	in	a	cell	can	occur	over	just	a	few	notes	and	that	these	subtle	changes	were	
critical	to	the	style	of	the	performer	(Mermikides,	2010,	14).	Whilst	this	is	not	an	
improvised	phrase	it	is	linked	to	the	improvisational	style	of	Garcia,	and	is	used	
throughout	his	part	as	a	basis	for	transformations,	and	is	important	within	the	layer	
2	structure	of	this	piece.	An	example	of	this	can	be	seen	in	bars	18-21,	where	there	is	
variation	in	the	harmonic	altitude	of	the	original	unit,	followed	by	a	two-bar	
interruption,	before	the	original	is	repeated	with	an	alteration	of	melodic	structure	
and	rhythmic	displacement.	
	
This	track	also	shows	the	formation	of	several	stylistic	points	that	can	be	found	
throughout	Garcia’s	playing,	and	bars	5-8	illustrate	four	of	these	features.	First	is	the	
use	of	short	phrases,	the	second	is	the	chromatic	hammer-on	seen	in	bar	5,	the	third	
is	the	continual	use	of	double	repeated	notes,	see	Figure	2.6,	and	finally	Garcia’s	
swapping	to	a	more	rhythm	style/role,	supporting	Weir’s	rhythm	playing	during	
more	chorus	based	sections,	which	would	later	allow	him	to	develop	a	more	melodic	
implication	of	harmony	rather	than	just	strumming	as	observed	in	Figure	2.7.	The	
rhythm	will	support	particular	notes,	usually	less	than	the	main	rhythm,	and	will	be	
played	in	a	different	fret	position	to	Weir.	Garcia	favors	the	positions	I-V	and	Weir	V-
VIII.	This	creates	a	fuller	sound	that	complements	each	other	without	doubling	notes	
within	the	same	range.	In	this	way,	Garcia’s	layer	2	improvisations	support	the	
underlying	layer	1	harmony	and	add	melodic	interest	to	both	the	audience	and	the	
player.	He	effectively	makes	a	blues	piece	‘sound	Dead’	through	these	personally	
stylized	embellishments.	These	characteristics	of	Garcia’s	playing	are	likely	
influenced	from	his	background	in	bluegrass	playing,	where	functional	chromaticism	
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is	commonly	observed,	and	will	be	discussed	in	further	detail	in	chapter	3	during	the	
analysis	of	the	second	jam	from	‘Caution	(Do	Not	Stop	on	Tracks)’	and	chapter	5.		
	
Figure	2.6:	Three	Garcia	guitar	techniques	
	
	
Figure	2.7:	Garcia’s	support	of	rhythm	
	
	
It	is	worth	emphasizing	the	short	phrases	within	this	piece’s	guitar	part,	which	are	
characteristic	of	Garcia’s	playing	in	the	1960s,	and	are	found	within	both	the	layer	2	
structure	being	examined	here,	and	within	layer	3	improvisations	to	be	examined	in	
the	next	chapter.	He	produces	two	bar	phrases,	which	fit	into	the	grouped	four	bar	
pattern	of	the	blues	style,	with	little	in	the	way	of	directional	development,	the	fills	
being	almost	self-contained	units	that	do	not	progress	into	a	prolonged	independent	
melody.	I	believe	this	is	very	stylistic	for	the	Dead	and	linked	to	the	countercultural	
ideal	of	living	in	the	moment,	a	principle	linked	to	Taoism	(Herman,	2013).	At	this	
time,	‘Avant-garde’	composers	were	experimenting	with	the	use	of	repeating	units	
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and	their	change	over	time,	and	good	examples	of	this	can	be	seen	in	the	music	of	
Steve	Reich’s	‘Music	for	Two	or	More	Pianos’	and	Charles	Ives	‘The	Unanswered	
Question’.	Both	of	these	composers	were	known	influences	on	the	Dead	as	
discussed	in	the	influences	section	of	Chapter	1.		
	
In	this	track	Weir’s	rhythm	guitar	was	minimal,	possibly	due	to	such	a	large	lineup	for	
a	1930s	blues	number,	but	his	role	in	establishing	the	layer	1	harmony	was	
important,	particularly	given	the	lack	of	organ	within	this	piece.	At	this	point,	Weir’s	
rhythm	style	was	developing,	and	the	main	feature	brought	to	the	forefront	by	‘Big	
Boss	Man’	was	his	use	of	chord	positioning.	He	rarely	frets	chords	in	a	low	position,	
and	favors	chord	shapes	between	fret	V	and	XII,	see	Figure	2.8.	It	is	important	to	
note	that	from	the	early	1970s	Weir	changed	his	part	in	this	track	to	strumming,	and	
kept	in	that	style	from	then	on.		
	
Figure	2.8:	Rhythm	positioning	
	
	
‘Big	Boss	Man’	shows	Weir	playing	a	basic	rock/blues	shuffle,	for	example	E5,	E6	and	
in	places	E♭7.	This	is	not	often	seen	in	later	Weir	rhythms	which	gives	an	added	
significance	to	the	use	of	it	in	his	younger	years.	He	only	reverts	to	strumming	for	
short	periods	during	the	end	of	section	verses,	and	shows	his	preference	for	a	bass	
note	followed	by	a	three-note	chord,	as	was	shown	in	Figure	2.6.	This	may	simply	be	
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a	reflection	of	his	lack	of	experience,	and	it	should	be	appreciated	that	he	was	just	
19	when	this	show	was	performed.	I	would	speculate	that	the	Dead	were	attempting	
to	imitate	the	sound	of	an	early	blues	band	by	doing	this.	
	
2.2.3:	The	bass	guitar	
The	bass	line	within	this	version	of	‘Big	Boss	Man’	contains	elements	of	a	typical	
blues/jazz	walking	bass	and	is	one	of	the	most	complicated	and	continually	changing	
features	presented	within	this	track,	serving	as	a	good	introduction	to	the	
complexities	of	Lesh’s	bass	playing,	which	acts	as	a	secondary	melody	to	Garcia’s	
lead	guitar	and	McKernan’s	vocals.	It	also	acts	as	a	good	demonstration	of	the	
interaction	between	the	layers	within	my	proposed	model.	Lesh	anchors	the	core	
layer	1	harmony,	whilst	continually	improvising	around	it,	a	key	feature	of	both	layer	
2	and	his	playing	style.	
	
Lesh	has	spoken	openly	about	the	influences	on	his	playing	style	in	his	2005	
autobiography	‘Searching	for	the	Sound’,	and	about	how	his	University	composition	
mentor	was	Luciano	Berio,	‘one	of	the	heroes	of	the	classical	Avant-garde’	along	
with	Charles	Ives.	It	should	be	noted	that	Ives	was	not	officially	part	of	the	Avant-
garde,	except	in	sharing	some	similar	ideology,	and	was	from	an	earlier	time	period	
(1874-1954),	so	was	not	alive	when	the	Dead	formed.	However	Lesh	still	claimed	him	
as	an	important	influence,	particularly	‘the	song	“Majority”	with	its	notated	tone-
clusters	and	unmetered	barring,	and	the	“Concord	Sonata”,	with	its	free	polyphony	
for	two	hands	on	three	staves…..	Together	with	Coltrane,	the	music	of	Ives	was	to	
become	the	foundations	for	my	personal	artistic	aspirations,	and	both	artists	would	
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exert	a	tremendous	influence	on	the	embryonic	aesthetic	of	the	Grateful	Dead’	
(Lesh,	2005,	13-14).	Central	ideas	within	Ives’	music	included	‘thoughtful	
metaphysical	questions	and	jovial	evocations	of	programmatic	images’,	and	his	
works	included	techniques	that	‘ranged	from	the	freely	formed	to	the	rigidly	
schematized’	(Lambert,	1997,	2).	Connections	can	be	found	to	the	Dead’s	musical	
approach	(O’Donnell,	2010,	58-70).	
	
These	comments	provide	a	glimpse	into	the	band’s	direction	at	this	time	period,	and	
Lesh	was	a	large	influence	in	the	direction	they	were	taking.	From	the	band’s	
formation	Lesh	had	the	concept	that	he	wanted	his	bass	playing	to	be	different,	and	
was	actively	considering	how	it	could	be	developed,	and	the	effects	that	these	
changes	would	have	to	the	other	members’	playing.	He	stated	‘In	some	ways	that	
role	[the	bass]	is	more	interesting	than	the	lead	voice,	because	the	bassist	
cogenerates	not	only	rhythm,	but	the	nature	and	the	rate	of	harmonic	motion,	this	
can	be	done	not	only	by	playing	the	root	note,	but	also	by	changing	the	root	in	
context,	and	also	by	playing	scales,	modes	or	other	melodic	patterns’,	so	that	the	
archetypal	character	of	the	music	is	clearly	defined	(Lesh,	2005,	50).	He	went	on	to	
state	that	‘I	wanted	to	play	in	a	way	that	heightened	the	beats	by	omission,	as	it	
were,	by	playing	around	them,	in	a	way	that	added	harmonic	motion	to	the	
somewhat	static	chord	progressions	of	the	songs	that	we	were	playing	then	(1965-
1966).	I	wanted	to	play	in	a	way	that	moved	melodically,	but	much	more	slowly	than	
the	lead	melodies’	(Lesh,	2005,	57).	
	
	 107		
Stripped	down	to	its	most	basic,	Lesh’s	bass	line	in	‘Big	Boss	Man’	uses	nineteen	
pitch-based	fragments	with	different	melodic	contours,	see	figure	2.9a.	These	listed	
bass	patterns	are	the	main	shapes,	but	can	also	appear	in	reverse	or	with	minor	
alterations,	but	not	sufficiently	different	to	class	them	as	another	pattern	on	their	
own.	The	most	commonly	used	variation	within	this	track	is	bass	pattern	2,	four	
crotchets	in	a	standard	walking	bass	style,	which	on	average	accounts	for	over	56	
percent	of	the	bars	in	the	verses,	and	69	percent	in	the	solos.	The	next	most	used	
was	bass	pattern	3,	along	with	selections	of	the	others	being	used	sparingly	to	
produce	movement	either	side	of	the	four	bar	phrases	or	cadence,	typically	bars	2	
and	4,	or	if	answering	the	call	from	the	vocals.	They	were	also	placed	to	provide	
interest	within	the	part,	to	create	its	own	countermelody	line	to	the	vocals	and	lead	
guitar.	Figure	2.9b	shows	the	distribution	of	all	the	bass	patterns	throughout	the	
piece	aligned	to	the	chord	progression,	and	Figure	2.9c	outlines	the	percentage	of	
times	that	the	two	most	common	bass	patterns	2	and	3,	along	with	the	collected	
others,	appear	associated	with	chord	I,	IV	and	V.		
	
It	is	shown	clearly,	that	more	bass	pattern	variations	can	be	found	within	chord	V	
and	IV	respectively	than	chord	I.	The	purpose	of	this	tends	to	be	one	of	three	
reasons:	
	
(1) To	create	movement	within	a	succession	of	the	same	chord		
(2) The	creation	of	movement	at	the	start	or	end	of	chord	blocks,	and		
(3) To	create	movement	within	a	sequence	of	chord	changes,	as	can	been	seen	
within	the	last	four	bar	section	of	verse	1	with	|	V	(2)	|	V	(7)	|	IV	(8)	|	I	(3)	|			
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Most	of	the	patterns	remain	relatively	uncluttered	to	keep	the	‘harmonic	motion’	
constant,	as	I	feel	Lesh	was	aiming	to	do,	with	the	least	used	and	more	musically	
dense	patterns	providing	the	most	movement.	The	bass	line	establishes	a	two	bar	
rise	and	fall	pattern,	which	is	present	to	differing	degrees	throughout	the	whole	
piece,	and	this	will	be	discussed	later	with	the	solo	section.	
	
Figure	2.9a:	The	nineteen	rhythmic	patterns	used	by	Lesh’s	bass	grouped	into	similar	
features.	The	patterns	are	numbered	in	order	of	first	appearance	in	the	track	
	
The	most	commonly	used	patterns	
	 													 																																																																											
				
Patterns	predominantly	used	to	produce	movement	
												 																																																																																																	
			 											 	
	
	
	
	
	 109		
Patterns	used	to	create	variation	over	altering	chord	progressions	
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Figure	2.9b:	Harmonic	progressions	with	the	bass	patterns	used	
Section	 Implied	harmony	and	bass	pattern	
Intro	 I	
-	
I	
9	
I	
9	
I	
1	
I	
2	
I	
2	
I	
2	
I	
2	
Verse	1	 I	
2	
I	
2	
I	
2	
I	
3	
I	
2	
I	
4	
I	
2	
I	
4	
	 IV	
2	
IV	
5	
IV	
2	
IV	
2	
I	
2	
I	
3	
I	
2	
I	
6	
	 V	
2	
V	
7	
IV	
8	
I	
3	
I	
2	
IV	
2	
I	
2	
V	
2	
Verse	2	 I	
3	
I	
3	
I	
3	
I	
2	
I	
2	
I	
2	
I	
9	
I	
9	
IV	
2	
IV	
10	
IV	
3	
IV	
3	
I	
2	
I	
2	
I	
2	
I	
11	
V	
12	
V	
13	
IV	
2	
IV	
2	
I	
2	
IV	
2	
I	
2	
V	
2	
Harmonica	
solo	
I	
2	
I	
2	
I	
2	
I	
2	
I	
2	
I	
2	
V	
14	
V	
2	
IV	
2	
IV	
15	
IV	
2	
IV	
3	
I	
2	
I	
15	
I	
2	
I	
2	
V	
16	
V	
3	
IV	
2	
IV	
2	
I	
2	
V-IV	
17	
I	
2	
V	
2	
	Guitar	
solo	
I	
3	
I	
3	
I	
15	
I	
2	
I	
2	
I	
2	
I	
2	
I	
6	
IV	
2	
IV	
14	
IV	
18	
IV	
2	
I	
2	
I	
2	
I	
2	
I	
2	
V	
5	
V	
2	
IV	
2	
IV	
2	
I	
19	
I	
2	
V	
2	
V	
2	
Verse	3	 I	
2	
I	
3	
I	
2	
I	
2	
I	
2	
I	
16	
I	
9	
I	
-	
IV	
2	
IV	
15	
IV	
2	
IV	
16	
I	
2	
I	
2	
I	
10	
I	
2	
V	
16	
V	
11	
IV	
-	
I	
-	
I	
2	
I	
2	
I	
2	
I	
15	
Outro	 I	
2	
I	
2	
	
	
The	most	common	patterns	are	shown	in	color.	
Red	=	pattern	2		
Green	=	pattern	3	
Black	=	all	other	patterns	
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Figure	2.9c:	The	percentage	that	bass	position	2,	3	and	the	collected	other	variations	
are	played	depending	of	the	overall	chord	
Chord	used	
130	bars	in	total	
Bass	pattern,	number	of	bars	featured	and	the	percentage	of	the	time	
that	they	are	used	
2	 3	 Other	
I	(E)	82	bars	 53	
65%	
9	
11%	
20	
24%	
IV	(A)	31	bars	 18	
58%	
3	
10%	
10	
32%	
V	(B)	17	bars	 8	
47%	
1	
6%	
8	
47%	
	
‘Big	Boss	Man’	shows	that	Lesh	will	generally	repeat	the	first	note	of	the	bar,	
possibly	to	reinforce	the	harmony	and	orientate	the	listener,	or	to	compound	a	
harmonic	difference	or	dissonance	to	help	provide	a	sense	of	confusion	and	
ambiguity.	This	feature	was	also	discovered	in	my	undergraduate	dissertation	when	
analyzing	‘Me	and	my	Uncle’	(Longcroft-Wheaton,	2016).	The	latter	is	important	as	
tonal	ambiguity	was	to	become	a	hallmark	of	their	sound.	This	will	be	examined	in	
detail	in	Chapters	3	and	4,	but	it	is	of	interest	to	see	that	this	characteristic	was	
already	evident	in	this	very	early	work,	and	it	is	my	opinion	that	the	band	were	
experimenting	with	this	concept	at	this	early	stage.		
	
In	the	piece’s	introduction,	bars	4-9,	several	features	of	Lesh’s	playing	immediately	
stand	out	and	can	be	observed	together.	The	first	point	shows	a	tendency	to	stay	for	
longer	periods	within	the	E	minor	pentatonic	scale,	in	contrary	to	Garcia’s	lead	
guitar,	which	continually	mixes	it	with	the	major	pentatonic.	Secondly,	he	explores	
the	blues	scale	in	bar	7	including	the	use	of	the	augmented	4th/	diminished	5th,	but	
does	not	make	a	focus	of	this	dissonance,	and	instead	uses	it	as	a	chromatic	function	
to	lead	into	the	2nd	inversion	of	the	tonic	chord,	which	itself	uses	the	mixture	of	the	
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major	and	minor	pentatonic	D♮and	D#	to	create	a	chromatic	step	to	the	root	of	the	
tonic	chord,	see	Figure	2.10.	These	chromatic	runs	became	a	recurring	feature	of	
their	style,	which	will	be	returned	to	in	later	chapters.	What	is	evident	here	is	how	
the	chromaticism	in	layer	2	still	sounds	tonal	due	to	the	strong	underlying	layer	1	
blues	harmony	established	through	the	rhythm	and	bass.	It	is	notable	how	this	
layered	interaction	produces	a	blues	sound	that	immediately	identifies	itself	as	
‘Dead’.	
	
Figure	2.10:	Lesh	bass	techniques	contained	within	the	introduction,	bars	5-9	
	
	
Within	bar	6	of	the	track’s	introduction,	it	can	be	seen	how	Lesh	will	sometimes	hold	
back	the	root	note	until	later	in	the	bar,	breaking	tonal	expectations	and	therefore	
creating	a	degree	of	ambiguity	within	the	harmony.	Tension	is	produced	from	this,	
creating	forward	movement	towards	the	next	bar	and	satisfaction	with	the	resulting	
root	note	at	the	start	of	the	next	bar,	see	Figure	2.10.	This	technique	within	the	bass	
line	is	kept	throughout	the	whole	work.		
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Bar	4	illustrates	one	way	in	which	Lesh	will	make	the	sounding	key	signature	more	
ambiguous.	The	harmony	is	blurred	by	Garcia,	opening	with	notes	from	the	E	major	
triad	while	Lesh	implies	the	A	major	harmony	with	his	repeated	use	of	the	A	note.	
Garcia	also	started	his	riff	on	the	B,	reinforcing	the	chosen	inversion,	see	figure	2.11.	
This	could	be	seen	as	an	example	of	Lesh	experimenting	with	where	to	take	harmony	
after	deliberately	playing	an	‘out	of	place’	note.	He	stated	‘After	playing	a	wrong	
note….	I	would	quickly	resolve	it	to	a	proper	note,	but	then	I	took	to	repeating	my	
mistakes	in	order	to	resolve	them	differently	each	time.	I	soon	began	to	see	the	
dissonances	caused	by	wrong	notes,	or	right	notes	in	the	wrong	place,	as	
opportunities	rather	than	liabilities	–	new	ways	to	create	tension	and	release,	the	
life-blood	of	music.	This	approach	was	to	bear	strange	and	wonderful	fruit	over	the	
next	five	years	of	the	band’s	development’	(Lesh,	2005,	57).	With	this	in	mind	the	
‘misplaced’	A	steps	up	to	the	root’s	2nd	inversion	B,	and	then	intentionally	returns	to	
the	A	again	before	hitting	the	root	E	twice	at	the	start	of	the	next	bar.	This	has	the	
effect	of	creating	tension	at	the	end	of	the	four	bar	I	chord	phrase,	and	then	release	
at	the	start	of	the	next	phrase	by	returning	to	the	much-awaited	root	note	of	E.	
Holding	out	the	listener	for	a	satisfactory	resolution	is	heard	in	other	Grateful	Dead	
pieces	of	the	time,	and	in	my	opinion,	is	characteristic	of	their	sound.		
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Figure	2.11:	The	bass	line	creating	ambiguity	with	the	guitar	part	
	
	
Another	similar	trait	adopted	by	Lesh	was	to	start	a	bar	with	a	2nd	inversion	note	and	
progress	through	to	the	root	or	1st	inversion	later	on	in	the	bar,	see	Figure	2.12a-d.	
This	technique	could	also	be	used	to	blur	the	overall	harmony	of	the	sound,	as	well	
as	creating	tonal	interest,	and	a	planned	creation	of	tension	when	leading	to	verse	
sections	and	phrase	endings,	before	the	release	felt	when	they	are	resolved	in	or	
within	the	next	phrase.	The	2nd	inversion	suitably	provides	this	as	it	is	generally	
considered	to	be	a	more	unstable	inversion.	
	
Figure	2.12a:	The	2nd	inversion	leading	to	the	root	bars	18-21.	Tension	created	
before	release	of	the	next	lyrics	in	bar	19	
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Figure	2.12b:	The	implication	of	the	2nd	inversion	chord	and	movement	to	the	tonic	
bars	22-25,	creating	tension	and	resolution	before	the	next	24-bar	pattern	starts	
	
	
	
Figure	2.12c:	Movement	from	the	2nd	inversion	to	the	1st	inversion	in	bars	41-44.	This	
creates	tension	and	release,	before	the	next	vocal	entry.	
	
	
	
Figure	2.12d:	The	early	appearance	of	the	dominant	chord’s	root	note	through	the	
use	of	the	second	inversion	bars	48-52	
	
	
	
The	last	recurring	pattern	that	‘Big	Boss	Man’	identifies	within	its	bass	line	is	the	
tendency	to	include	quick	grace	notes,	see	Figure	2.13.	
	 116		
Figure	2.13:	grace	note	implementation	in	the	bass	line	bars	71-74	
	
	
	
The	bass	line	rarely	repeats	sequentially	at	all,	and	the	only	example	that	could	be	
found	of	the	same	bar	repeating	itself	within	a	row	is	shown	in	Figure	2.14.	This	is	
atypical	of	rock	music,	where	repetition	of	the	bass	and	main	riff	is	typically	used	to	
establish	a	groove	which	listeners	can	easily	identify	and	dance	to.	It	is	my	opinion	
that	Lesh	varies	the	bass	continually	whilst	returning	frequently	to	recognizable	
units,	which	provides	variety	within	familiarity.	This	kind	of	paradoxical	approach	is	
in	keeping	with	other	aspects	of	the	Dead’s	playing,	establishing	the	flow	and	groove	
with	a	hint	of	unpredictability.		
	
Figure	2.14:	Three	bar	repetition	of	a	pattern,	bars	33-36	
	
	
2.2.4:	Vocals	and	harmonica	solo	
The	vocals	within	any	band	are	always	characteristic,	and	McKernan’s	voice	was	no	
different,	having	its	own	particular	timbre,	which	along	with	the	way	he	articulated	
and	pitched	melodies	made	him	the	most	suitable	choice	out	of	the	bands	singers,	
Garcia,	Weir	and	Lesh,	for	singing	blues	numbers,	and	typically	those	were	the	ones	
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that	he	would	sing.	During	his	time	with	the	band	he	was	also	responsible	for	all	
organ	and	harmonica	playing.	Unlike	the	other	band	members’	love	of	LSD,	
McKernan	ignored	this	drug	in	favor	of	alcohol,	which	after	a	few	years	could	be	
attributed	to	the	shaping	of	his	vocal	sound,	somewhat	the	same	as	with	Mydland	
(Lesh,	2005).		
	
For	‘Big	Boss	Man’,	the	vocal	range	used	was	contained	to	roughly	an	octave,	and	as	
established	in	the	original	version	the	vocal	introductions	were	kept	as	elisions.	The	
main	lyrics	of	‘Big	Boss	Man,	can’t	you	hear	me	when	I	call’	spans	the	octave	with	
rolled	articulation	and	notes	tied	over	the	bar	line,	see	Figure	2.15.	Longer	notes	
tend	to	be	used	most	within	the	middle	of	the	bar,	implying	more	movement	
towards	the	edges,	and	featured	some	over	pronunciation	of	the	words,	which	acted	
to	highlight	them,	for	example	‘Boss’	and	‘call’.		
	
Figure	2.15:	Lyric	movement	with	rolling	and	over	pronunciation	underlined,	bars	14-
21	
	
	
McKernan	
McKernan	
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The	end	statement	‘well	you	ain’t	so	big,	now,	you	just	tall,	that’s	all’	again	features	
the	full	octave.	The	articulation	and	drawn	out	words	played	a	large	part	towards	the	
sound,	see	Figure	2.16.		
	
One	key	feature	of	McKernan’s	vocal	style	is	where	he	actually	pitches	the	melody	
line	when	he	sings,	and	it	certainly	proved	one	of	the	most	difficult	lines	to	
transcribe.	I	have	still	only	chosen	to	show	the	principal	notes,	as	the	vocals	contain	
continual	glides	and	are	usually	sung	slightly	sharp	or	flat,	and	conventional	notation	
does	not	really	suffice	to	express	this	adequately.	This	is	often	the	case	for	musical	
forms	in	an	oral	tradition.	I	have	used	notation	purely	to	illustrate	key	points	and	the	
live	recording	remains	the	definitive	reference.	I	do	not	feel	that	this	is	because	
McKernan	was	a	poor	singer,	but	that	he	was	attempting	to	incorporate	elements	of	
the	early	blues	artists	that	he	had	grown	up	with	listening	to	on	his	father’s	record	
collection,	who	was	the	first	white	blues	disc	jockey	on	KDIA	radio	(Scully,	2001	and	
Trager,	1997).	It	was	not	uncommon	in	blues	music	to	slightly	shift	the	key	(Lomax,	
1993),	and	in	fact	use	a	different	pentatonic	scale	to	the	key	of	the	piece,	made	
possible	due	to	the	number	of	matching	notes	and	ambiguity	within	the	five	note	
pentatonic	scales	(Alexander,	2014).	It	could	be	argued	for	‘Big	Boss	Man’	that	
McKernan	is	actually	using	sections	of	the	G	major	pentatonic	(G	A	B	D	E)	and	the	G	
minor	pentatonic	(G	BC	D	F).	It	is	difficult	to	be	certain,	but	after	examination	of	
his	phrasing	I	feel	that	this	is	unlikely,	given	that	E	is	the	root,	the	Em	pentatonic	
rotation	of	notes	is	closer	than	the	Gm	pentatonic	without	the	F.	There	is	however	
ambiguity	within	the	perceived	harmony,	which	is	characteristic	of	the	Dead.	I	
believe	that	McKernan	makes	use	of	the	E	major	and	minor	pentatonic,	but	is	less	
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inclined	to	mix	them,	which	Garcia	and	Lesh	continue	to	do	during	the	vocal	
sections.	
	
Figure	2.16:	Vocal	line	articulation	bars	22-29	
	
	
	
Typical	to	the	blues,	the	second	verse	featured	more	densely	packed	lyrics	and	in	
this	respect,	the	track	was	not	altered	from	the	original,	except	within	the	wording	
of	some	of	the	lyrics,	where	‘I	want	a	little	a	drink	of	water,	but	you	won't	let	Jimmy,	
stop’	was	adjusted	to	‘I	want	a	little	drink	of	water	now,	you	won’t	let	me	stop’.	By	
making	these	substitutions,	McKernan	subtly	moved	away	from	traditional	blues,	
where	the	use	of	names	within	lyrics	was	common	and	effectively	idiomatic	of	the	
style	(Lomax,	1993).	Instead,	McKernan	would	alter	the	name	of	the	drink,	
sometimes	he	‘wants	a	little	drink	of	water’	and	others	‘a	little	drink	of	whiskey’,	
including	regional	favorites.	This	form	of	layer	2	improvisation	enabled	the	Dead	to	
connect	more	directly	with	a	local	audience,	effectively	personalizing	the	track	for	a	
given	venue.	
	
The	other	change	to	the	lyrics	came	in	the	form	of	additional	‘well’	and	‘now’	at	the	
McKernan	
McKernan	
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start	or	ends	of	the	phrases,	although	not	groundbreaking,	changes	like	this	can	be	
found	throughout	all	of	the	Dead’s	cover	songs,	as	well	as	their	original	works,	and	
were	potentially	idiomatic	of	how	they	relate	to	the	audience	and	the	
counterculture	through	their	lyrics.	This	would	become	altered	again	in	1967	with	
the	introduction	of	Robert	Hunter’s	lyrics	and	the	formation	of	the	Garcia/Hunter	
partnership.	It	is	worth	noting	that	blues	artists	would	often	embellish	the	main	
lyrics	of	a	piece	with	additional	improvised	comments	and	asides,	striking	up	a	
conversational	style	(Scorsese,	2003,	‘Feel	like	going	home’).	These	interjections,	or	
comments	can	be	seen	in	the	recordings	of	early	blues	artists	such	as	Charley	Patton.	
Asides	were	not	just	restricted	to	the	artists,	but	also	featured	ones	made	by	their	
‘friends	in	the	recording	studio’,	and	Son	House	commented	that	‘Charley,	he’d	try	
to	make	a	record	out	of	anything,	you	know,	‘cause	he’d	love	to	clown…”Yeah	baby”	
(imitated	Patton)…	and	a	lot	of	stuff	like	that’	(Oakley,	1997,	50-51).	The	
colloquialisms	used	by	the	Dead	serve	a	similar	role	to	this	in	creating	a	dialogue	
with	the	listener/audience,	but	cannot	comfortably	be	described	as	the	same	as	the	
blues	artists’	performances.		
	
The	end	of	the	lyric	section	closes	showing	McKernan’s	ability	to	hold	notes,	which	
he	does	well,	and	does	not	always	stress	the	words	that	might	be	expected.	One	
example	of	this	is	in	bars	48-53,	where	the	expected	words	to	accent	would	be	
‘ain’t’,	and	although	McKernan	gives	it	a	short	extension,	he	places	the	hold	on	‘so’,	
which	he	can	then	shape	in	the	same	way	as	‘bad’.	In	this	way,	his	singing	style	
imitates	the	original	recording	artist	Jimmy	Reed,	although	he	held	all	three	words.		
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One	of	the	important	features	within	the	Grateful	Dead’s	solos	is	how	the	
instruments	interact	together	to	form	a	collective	whole.	The	type	of	improvisation	
used	within	‘Big	Boss	Man’	is	type	2	(Malvini,	2013),	which	typically	uses	the	main	
chord	progression	from	the	song.	This	section	however	alters	the	established	pattern	
slightly,	introducing	two	more	V	chords,	therefore	refreshing	the	blues	progressions	
key	sequence	at	the	halfway	point,	allowing	it	to	be	kept	in	the	memory	whilst	taking	
into	account	the	poly-instrumental	improvisations	and	keeping	the	overall	sound.		
	
One	of	the	important	features	the	harmonica	solo	does	is	to	reinforce	the	Dead’s	link	
to	the	blues,	as	the	instrument	sound	is	fundamentally	associated	to	the	style,	and	
was	only	present	in	the	‘Pigpen’	era,	making	it	an	important	idiomatic	feature	of	
1960s	Dead.	This	harmonica	solo	mainly	consists	of	two	bar	phrases,	most	likely	to	
allow	room	for	breathing	around	the	held	notes,	which	are	frequent	in	their	use	and	
integral	to	the	characteristic	of	McKernan’s	solo.	The	several	longer	phrase	parts	do	
not	contain	long	sustained	notes,	providing	further	evidence	of	allowing	room	for	
breath.		
	
The	bass	melody	line	employs	four	bar	phrases,	which	generally	ascend	over	two	
bars	and	then	descends	over	two	bars	creating	a	rocking	motion	within	the	
underpinning	of	the	solo,	and	uses	less	different	bass	patterns	keeping	the	
movement	rate	more	constant.	Garcia’s	repetition	of	the	piece’s	main	riff	and	
distinctive	G♮ to	G#	hammer-on	notes	exaggerate	the	blues	sound	and	forward	
movement,	along	with	his	part	remaining	relatively	static,	with	larger	movement	
generally	only	found	in	bars	4,	8,	12,	16	and	20.	The	harmonica	line	is	contained	to	
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an	octave	and	shows	the	most	movement,	as	would	be	expected	for	the	solo	
instrument.	During	the	24-bar	solo,	it	would	typically	adopt	counter	movement	to	
the	bass’s	ascent	and	descent.		
	
One	of	the	most	interesting	characteristic	features	of	the	harmonica	solo	is	how	all	
the	performers	use	harmonic	changes.	Weir	establishes	the	harmony	of	the	24-bar	
progression,	whilst	Garcia,	Lesh	and	McKernan	progress	through	the	E	major	and	E	
minor	pentatonic	scales,	but	not	all	at	the	same	time,	see	Figure	2.17.	All	three	
members	will	swap	between	the	major	and	the	minor	pentatonic,	with	Garcia	and	
Lesh	both	mixing	them,	Garcia	more	than	Lesh,	but	McKernan	does	not	do	this,	he	
will	only	swap	from	one	to	the	other.		
	
Figure	2.17:	The	use	of	the	major	and	minor	pentatonic	scale	in	the	harmonica	solo.	
Garcia							|	----	|	----	|	----	|	----	|,			|	----	|	----	|	----	|	----	|,		
Lesh									|	----	|	----	|	----	|	----	|,			|	----	|	----	|	----	|	----	|,		
McKernan	|	----	|	----	|	----	|	----	|,			|	----	|	----	|	----	|	----	|,		
	
Garcia							|	----	|	----	|	----	|	----	|,			|	----	|	----	|	----	|	----	|,	
Lesh									|	----	|	----	|	----	|	----	|,			|	----	|	----	|	----	|	----	|,	
McKernan	|	----	|	----	|	----	|	----	|,			|	----	|	----	|	----	|	----	|,	
	
Garcia							|	----	|	----	|	----	|	----	|,			|	----	|	----	|	----	|	----	|		
Lesh									|	----	|	----	|	----	|	----	|,			|	----	|	----	|	----	|	----	|		
McKernan	|	----	|	----	|	----	|	----	|,			|	----	|	----	|	----	|	----	|		
	
--	=	E	major	pentatonic	
--	=	E	minor	pentatonic	
--	=	E	major/E	minor	pentatonic	mix	
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Although	not	an	experimental	part	within	its	use	of	scales	or	melody,	McKernan	does	
display	a	high	level	of	performance	ability	on	the	instrument	including	difficult	
harmonica	techniques,	such	as	the	large	amount	of	note	bending	and	extensive	use	
of	vibrato.		
	
Despite	the	precedence	set	throughout	the	whole	track	of	beginning	on	an	elision,	
Garcia	starts	his	solo	on	the	second	beat	of	the	first	bar	instead,	which	make	his	
entrance	sound	somewhat	disjointed,	the	result	of	going	against	the	expected	
sequence.	The	solo	for	this	piece	effectively	serves	to	further	highlight	prievously	
mentioned	idioms	of	Garcia’s	and	Lesh’s	playing	and	interactions,	including	repeated	
notes	and	the	use	of	the	E	major/minor	pentatonic	scales.	It	adds	little	musically	to	
defining	the	Dead’s	sound	and	is	a	typical	blues	solo	from	the	period.	
	
The	drums	were	not	a	key	feature	of	this	track	and	in	general	use	the	traditional	rock	
pattern,	opening	with	just	the	high	hat,	and	then	of	playing	the	kick	drum	on	beats	
one	and	three	and	the	snare	on	beats	two	and	four,	with	a	tapped	high	hat/	cymbal	
pattern	over	the	top,	comparing	closely	with	Reed’s	original	recording.	The	part	does	
not	contain	much	variation	from	this,	with	the	main	noticable	difference	being	the	
two	drum	rolls	at	1’43’’	(on	the	high	hat)	and	2’21’’	(on	the	snare).	
	
2.2.5:	Conclusions:	
This	early	cover	song	demonstrated	the	influence	of	the	blues	on	the	Grateful	Dead’s	
early	sound,	before	they	started	experimenting	with	more	extensive	improvisations.	
Throughout	their	early	development	and	their	career	as	a	whole,	the	Dead	have	
	 124		
always	had	a	strong	affinity	for	playing	and	re-interpreting	covers	by	African-
American	artists,	and	this	was	identified	by	Malvinni,	who	went	as	far	as	providing	a	
list	of	all	of	these	works	(Malvinni,	2013,	30-33).	
	
Some	of	the	characteristics	closely	associated	with	their	style	were	just	beginning	to	
emerge.	The	mixing	of	the	major	and	minor	pentatonic	scales	provided	a	wider	
palate	of	notes	to	use	and	more	importantly	created	a	shift	towards	tonal	ambiguity,	
and	would	lead	into	the	use	of	modes	and	the	blending	of	them	with	the	pentatonic	
scales.	This	was	to	become	a	hallmark	of	their	style	which	will	become	apparent	in	
the	analysis	of	further	tracks.		
	
Whilst	there	was	no	evidence	within	the	solos	of	type	1	improvisation	or	modal	
experimentation	over	a	two	chord	drone,	the	large	amount	of	layer	2	improvisation	
taking	place	throughout	the	track	provides		ample	evidence	of	this	key	feature	of	the	
Dead’s	sound.	Whilst	there	has	been	significant	discussion	around	the	Dead’s	larger	
improvisational	works,	it	is	my	contention	that	a	significant	and	defining	feature	of	
their	sound	is	this	continual	improvisation,	and	in	effect	this	acts	as	a	microcosm	of	
the	concerts	as	a	whole,	with	each	event	a	unique	experience,	with	unpredictability	
and	varity	the	key	factor	that	audiences	came	to	expect.	‘Big	Boss	Man’	
demonstrates	how	a	layered	model	can	be	used	to	analyse	a	Grateful	Dead	track	and	
highlights	the	importance	of	the	interaction	between	the	layer	2	improvisation	and	
the	boundaries	of	the	layer	1	harmony	to	create	a	constantly	changing	sound	filled	
with	motifs	that	identify	the	piece	as	characteristically	‘Dead’.	An	analysis	that	
omitted	to	recognise	these	layers	could	potentially	miss	the	importance	of	this	form	
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of	improvisation,	and	I	believe	that	the	importance	of	these	interactions	could	be	
underestimated	through	conventional	analysis	of	harmony	alone.	
	
It	could	be	argued	that	there	would	be	value	in	comparing	this	live	performance	to	a	
‘definitive’	studio	recording	of	the	track.	However,	it	is	significant	that	at	this	point	in	
time	the	Dead	had	not	released	this	track	on	a	studio	album,	and	it	was	not	until	
1971	that	they	chose	to	do	so	on	their	live	album	Skulls	and	Roses.	There	was	
therefore	no	‘definitive’	cover	of	this	piece.	This	in	itself	is	characteristic	of	the	
Grateful	Dead;	they	are	a	live	band	and	in	their	early	works	the	studio	recordings	
took	a	definite	second	place	to	their	live	shows,	and	would	not	have	been	held	in	any	
greater	standing	than	any	individual	live	performance	(Lesh,	2005).	This	fundamental	
concept	is	central	to	an	understanding	of	jamband	music,	and	underpins	why	layer	2	
improvisation	is	so	important	within	any	definition	of	the	genre.	There	would	be	
value	to	the	analysis	of	multiple	performances	of	the	same	piece	over	time,	and	I	
believe	that	this	would	be	of	particular	useful	in	understanding	the	true	changes	
made	within	layer	2.	This	will	be	attempted	in	Chapter	6	through	the	analysis	of	
‘Dancing	in	the	Street’.	
	
The	most	obviously	developed	aspect	of	the	piece	was	the	bass	line,	which	was	
complex	and	acted	as	a	countermelody	to	both	the	guitar	and	vocals,	standing	out	
from	traditional	rock	playing	and	having	more	in	common	with	a	jazz	walking	bass	
line,	only	with	less	repetition	within	the	part.	‘Big	Boss	Man’	shows	just	how	intricate	
Lesh’s	bass	lines	are,	even	at	this	early	stage	in	their	career,	and	how	his	trumpet	
skills	and	phrasing	influenced	his	bass	guitar	playing.		
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Garcia’s	guitar	was	beginning	to	develop	characteristic	pointers,	with	short	self	
contained	phrases	and	repetition	of	character	notes.	His	repeated	reuse	and	
adjustment	of	material	also	hints	towards	the	adoption	of	some	minimalistic	
principles,	possibly	introdued	by	Lesh	given	his	formal	background	of	classical	
training.	Allthough	his	primary	blues	influence	early	on	was	Freddy	King	and	Don	
Rich,	who	also	played	in	a	similar	style	of	busy	short	bursts.	It	is	evident	at	this	point	
that	McKernan’s	blues	interest	was	still	highly	influential	and	played	a	large	part	in	
the	selection	of	tracks	for	the	band’s	style,	vocals	and	concerts.	The	lack	of	a	
keyboard	in	this	song	is	essentially	because	of	the	introduction	of	the	harmonica,	
which	is	heavily	associated	with	the	blues,	but	also	sets	it	aside	from	the	more	
recognised	Dead	tracks,	where	the	keyboard	was	highly	influential	within	the	
creation	of	their	sound.	The	lack	of	keyboard	was	a	significant	feature	of	the	layer	1	
structure	of	this	piece,	and	probabily	impacted	on	Weir’s	rhythm	guitar	playing,	
perhaps	restricting	his	improvisational	freedom.	The	Hammond	Organ	had	a	distinct	
tonal	quality	which	was	absent	in	this	piece.	I	believe	that	this	was	a	necessary	
compromise	in	order	to	free	McKernan	for	vocals	and	harmonica.	Later	versions	
sung	by	Garcia,	which	did	contain	keyboard,	lost	some	of	the	gritty	blues	feel	which	
this	version	contained.	
	
I	believe	that	this	piece	needs	to	be	intrepreted	within	the	context	of	its	time.	It	
demonstrates	how	the	Dead,	like	many	other	groups,	started	from	an	established	
genre	and	on	first	look	this	piece	could	be	heard	simply	as	a	blues	number	and	
passed	over.	It	is	somewhat	analogous	to	examining	the	early	works	of	Beethoven	
and	noting	the	influence	of	Mozart.	However,	I	feel	that	through	analyzing	this	track	
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it	is	apparent	that	many	of	the	seeds	of	future	Dead	performance	practices	were	
germinating	and	this	piece	is	therefore	a	cornerstone	of	the	genesis	of	many	aspects	
of	the	Dead.	It	is	important	to	recognise	that	it	is	only	one	early	influence,	and	the	
Dead	drew	from	many	other	sources,	including	country,	bluegrass,	folk	and	Jazz,	and	
aspects	of	these	will	become	apparent	when	looking	at	different	case	studies.	It	is	
my	contention	that	their	experience	and	experimentation	in	many	styles	during	their	
formative	early	years	led	to	their	later	fusion	of	styles.	
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Chapter	3	
	
																																		We	still	have	the	fundamental	formlessness	
																																		of	the	music,	what	makes	it	interesting	is	its	
																																		ability	to	come	to	form	at	any	minute	
																																																																																												(Garcia,	1977)	
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Chapter	3:	The	birth	of	extended	jamming		
3.1:	Overview	
A	hallmark	of	the	Grateful	Dead	is	their	continued	use	of	extended	poly-instrumental	
jams.	These	are	not	present	in	all	of	their	works,	but	pieces	containing	such	jams	will	
invariably	feature	within	every	concert	set	list.	This	has	been	the	case	since	the	
beginning	of	the	Dead’s	career,	and	whilst	these	jams	did	evolve	over	time,	the	
fundamental	structure	has	been	persistent.	Throughout	the	1960s,	the	Dead	
repeatedly	used	a	small	selection	of	pieces	as	a	vehicle	for	their	extended	jams,	
some	of	the	most	popular	choices	were:	‘Viola	Lee	Blues’,	‘Alligator’,	‘Dark	Star’,	‘The	
Eleven’,	‘Goodmorning	Little	Schoolgirl’,	‘Good	Lovin’’,	‘Caution	(Do	Not	Stop	on	
Tracks)’,	‘New	Potato	Caboose’,	‘Dancing	in	the	Street’,	‘Midnight	Hour’,	‘Turn	on	
Your	Lovelight’	and	‘That’s	it	for	the	Other	One’.	Whilst	these	jams	are	widely	
regarded	as	a	defining	feature	of	the	Dead,	and	part	of	the	origin	of	the	term	
‘jamband’,	little	is	understood	as	to	how	these	improvisations	are	structured	or	
managed.	In	this	chapter	I	will	focus	on	the	layer	3	structure	by	examining	the	Dead’s	
early	approach	to	constructing	long	jams	through	the	analysis	of	‘Caution	(Do	Not	
Stop	on	Tracks)’.		
	
3.2	Caution	(Do	Not	Stop	on	Tracks):	
‘Caution’,	as	performed	at	the	Exposition	Hall,	Los	Angeles	11/10/67,	was	selected	
for	analysis	for	several	main	reasons.	It	featured	the	‘full’	Grateful	Dead	lineup,	
including	Mickey	Hart	who	had	joined	the	band	in	September	of	that	year,	around	
the	same	time	as	the	recording	of	their	iconic	album	Anthem	of	the	Sun,	which	
featured	many	experimental	techniques	and	was	heavily	inspired	by	the	works	and	
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approach	of	John	Cage	(Lesh,	2001).	It	was	one	of	the	first	examples	of	the	Dead’s	
own	original	material,	with	the	music	and	lyrics	written	by	McKernan.	Most	
importantly	it	features	large	extended	group	improvisations	typical	of	the	Dead’s	
approach	during	this	time	period.	It	is	this	aspect	of	‘Caution’	which	will	be	the	
predominant	focus	of	attention.	
	
The	song’s	lyrics	were	continually	adjusted	over	time,	which	was	typical	of	
McKernan,	and	hence	existed	in	many	different	versions.	This	was	therefore	
idiomatic	to	the	band	in	the	1960s.	‘Caution’	was	one	of	the	first	few	tracks	that	
show	the	Dead	develop	what	is	essentially	a	blues	number	into	an	improvisatory	
extended	form.	It	started	life	as	a	short	3-4	minute	piece	written	in	1965,	and	
evolved	into	a	huge	jam	based	around	one	chord,	marking	the	beginning	of	the	
Dead’s	move	into	drones	and	more	experimental	soundscapes	with	extended	
jamming	and	this	was	a	hallmark	of	the	developing	psychedelic	sound	(Hicks,	2000,	
64).	This	particular	version	of	the	song	reached	24	minutes,	one	of	the	longest	
versions	in	existence.	In	Lesh’s	autobiography,	he	stated	that	they	had	come	up	with	
the	idea	whilst	listening	to	the	wheels	of	a	train	and	decided	that	‘we	can	play	this’.	
He	referred	to	it	as	‘one	of	our	simplest,	yet	farthest-reaching	musical	explorations.	
Based	on	the	train	rhythm,	it	had	only	one	chord	and	was	played	at	a	blistering	
tempo’	(Lesh,	2006).	Finally	the	concert	as	a	whole	featured	the	majority	of	the	
important	songs	from	the	era.			
	
The	track	was	first	performed	on	11/3/65	and	remained	a	favorite	among	the	
improvisatory	tracks	throughout	the	‘Pigpen	years’.	‘Caution’	was	played	a	total	of	
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56	times,	appearing	7	times	in	1967	alone,	during	which	the	Grateful	Dead	played	
121	shows	featuring	32	different	songs.	After	1972,	it	was	completely	dropped	from	
their	set	list.	The	song	was	later	given	a	reprieve	by	Phil	Lesh	and	Friends	between	
2000-2016	with	27	performances,	and	by	the	Weir	and	Lesh	side	project	Furthur	
(2009-2014),	where	it	received	29	outings	between	2010	and	2013.	‘Caution’	has	
therefore	received	as	many	plays	after	the	Dead	as	it	did	during	their	years	of	
activity.		
	
The	11/10/67	concert	featured	many	of	the	important	songs	from	the	era,	and	
showed	an	example	of	early	song	morphing	between	‘Alligator’	and	‘Caution	(Do	Not	
Stop	on	Tracks)’.	See	figure	3.1	for	how	‘Caution’	fits	into	this	concert.	
	
Figure	3.1:	Set	analysis	for	11/10/67	
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3.27	 	
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When	considered	as	a	whole,	it	can	be	seen	that	the	concert	featured	only	nine	
songs,	but	lasted	just	over	one	hour	and	forty	minutes.	The	show	contained	only	two	
tracks	under	five	minutes	in	length,	with	the	majority	holding	out	at	over	ten	
minutes	with	two	true	improvisational	showcases	seen	with	‘Viola	Lee	Blues’	at	
15’58’’	and	‘Caution’	at	24’28’’.	The	show’s	set	was	split	between	covers	and	original	
material	in	the	ratio	5:4	and	showed	the	growing	tendency	for	the	Dead	to	place	
their	more	original	experimental	material	in	the	second	half	or	set	of	the	show,	
where	anyone	(or	themselves)	on	LSD	would	potentially	be	at	the	most	suitable	
place	within	their	trip	to	experience	the	best	effect	from	the	set	choices	and	
placements	(Rang,	Dale	and	Ritter,	1998).	By	1967	the	influence	of	psychedelia	on	
popular	music	was	widely	recognized	and	a	topic	of	considerable	discourse	following	
the	criminalization	of	LSD	in	October	1966	in	California	and	New	York,	an	event	
marked	by	the	Dead	with	a	large	‘acid’	infused	concert	in	Golden	Gate	Park	(Jarnow,	
2016).	The	extension	of	conventional	songs	through	the	introduction	of	long	
improvised	jams	and	reduced	tempo,	a	process	referred	to	as	dechronicization,	was	
popular	during	this	period.	Garcia	was	quoted	as	saying	‘a	lot	of	the	early	
[psychedelic]	bands	were	just	a	collection	of	friends,	some	of	whom	could	play	
instruments,	some	of	whom	couldn’t’	(Sculatti	and	Seay,	1985)	and	Darby	Slicks	(of	
the	Great	Society	and	Jefferson	Airplane)	suggested	that	some	of	these	artists	could	
only	play	free	form	jazz.	It	was	therefore	a	necessity	to	extend	pieces	in	order	to	fill	a	
complete	set	(Hicks,	2000,	58-73).		
	
As	noted,	this	version	of	‘Caution’	was	a	very	long	track.	For	a	structural	overview	of	
‘Caution’	see	Figure	3.2,	and	the	full	structural	event	analysis	can	be	found	in	
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Appendix	2,	which	yields	an	important	overview	of	some	of	the	key	features	
contained	within	this	behemoth.	The	importance	of	looking	at	the	general	structure	
of	the	piece	becomes	more	apparent	with	‘Caution’	as	on	starting	life	it	consisted	of	
only	of	a	harmonica	solo	followed	by	the	verse,	but	by	1967	had	changed	
considerably,	and	shows	clearly	where	the	layer	3	improvisational	sections	have	
been	introduced,	and	its	harmonica	component	reduced.	
	
Figure	3.2:	Caution	(Do	Not	Stop	on	Tracks):	An	overview	of	the	song’s	overall	
structure	(sonic	landscape)	
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The	timings	given	for	the	sub-section	jams	constitute	the	timing	at	the	point	where	
that	jam	ends,	but	these	are	approximate	as	there	is	usually	a	transition	where	one	
section	bridges	into	the	next,	and	I	did	not	see	a	benefit	in	subdividing	any	further.	
The	entirety	of	jam	2	was	transcribed	for	the	purpose	of	the	analysis	and	only	
selected	musical	examples	will	be	shown	to	illustrate	key	points.	
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When	looking	at	‘Caution’	there	are	four	striking	features	that	are	important	
characteristics	of	improvised	material	from	the	Dead	in	the	late	1960s.		
	
(1) ‘Caution’	is	fundamentally	a	blues	inspired	track	with	several	large	jams.	
However,	as	the	track	consists	of	only	one	chord,	the	characteristic	blues	
progression	of	V	–	IV	–	I	is	not	heard,	but	instead	implied	within	the	
melody	line	so	that	it	still	resembles	the	blues.		
(2) The	use	of	only	one	chord	for	the	whole	song	limits	the	vertical	(chordal)	
harmony,	and	allows	for	more	horizontal	(melodic)	movement	within	the	
poly-instrumental	jams,	similar	to	the	principles	of	Indian	Raga.	This	was	
also	a	key	concept	in	the	teaching	of	composer	George	Russell,	who	was	
an	influence	on	Coltrane,	who	provided	specific	discussion	around	this	
within	his	musical	approach,	where	he	had	the	flexibility	within	his	
improvisations	to	either	stack	up	chords,	or	play	melodically	within	the	
freedom	this	approach	allowed	(Porter,1999,	160-161).	As	mentioned,	
Coltrane	was	a	known	influence	on	the	Dead.	This	is	one	of	the	first	times	
that	the	Dead	adopted	this	approach,	before	moving	on	to	oscillate	
between	two	chords.	Two-chord	oscillations	became	a	standard	
characteristic	amongst	influential	jambands’	approach	to	improvisation.		
(3) The	high	level	of	harsh	gain/distortion	and	feedback	used	throughout	the	
piece	was	a	defining	feature	of	the	Dead’s	improvisations	during	the	late	
1960s.	This	would	diminish	from	their	sound	after	1970	to	give	way	to	a	
smoother,	more	compressed	sound.	Heavy	fuzz	and	reverb	became	
popular	within	psychedelic	music,	as	it	attempted	to	represent	
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the	depersonalising	effects	of	LSD,	suggestive	of	enormous	interior	
spaces	(Hicks,	2000,	65-66).	
(4) The	large	proportion	of	dense	tone	clusters,	dislocating	or	displacing	
improvisation	and	its	montage/collage	style	fragments	within	the	large	
jams,	are	reminiscent	of	classical	‘Avant-garde’	composers	such	as	Ives,	
Berio	and	Reich	and	somewhat	comparable	with	the	free	jazz	groups	of	
the	1950-60s	(Olsson,	2017,	21-22).	
	
When	analyzing	‘Caution’,	three	key	features	will	be	focused	on	in	detail	by	looking	
at	the	track’s	second	jam	of	seven	and	a	half	minutes.	This	jam	was	chosen	over	the	
other	two,	as	it	contained	elements	of	all	the	important	features	found	within	the	
whole	piece,	and	serves	as	a	good	representative	of	the	work	as	a	whole.		
	
How	the	Dead	construct	and	arrange	the	structure	of	a	jam,	creating	direction	and	
forward	movement	within	the	piece	and	progress	between	sections	that	sound	
different	will	be	examined,	including	the	creation	of	a	long	jam	through	the	
formation	of	several	shorter	jamming	spheres	that	are	linked	together	through	the	
use	of	short	bridging	phrases	and	guitar	‘noodling’.	How	the	Dead	use	‘directionless’	
phrases	whilst	still	maintaining	a	sense	of	forward	progression	through	long	
improvisations	will	be	discussed.	I	will	examine	how	the	Dead	use	instrumentation	
and	timbre	within	their	numerous	instrumental	jams,	and	how	the	band	members	
interact	with	and	influence	each	other	to	guide	the	directions	taken	during	a	poly-
instrumental	jam.	I	will	establish	how	they	reuse	musical	material	and	patterns	
throughout	the	track	and	the	importance	of	the	bass	riffs	as	an	anchoring				
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‘line	of	normality’	within	the	piece.	
	
Before	I	look	at	the	second	jam	in	detail,	two	concepts	need	to	be	addressed	that	
play	an	important	role	in	the	Dead’s	jamming	ethos.	The	first	is	the	concept	of	living	
in	the	moment,	a	key	philosophical/religious	theme	that	was	considered	important	
within	the	counterculture,	and	served	as	a	significant	construct	within	long	
improvisational	tracks.	An	aspect	of	Buddhism	and	Tao	philosophy	is	the	idea	of	
living	in	the	‘now’,	and	once	that	moment	has	passed	the	importance	is	placed	onto	
the	next	and	not	what	has	already	happened	(Bercholz	and	Kohn,	1993,	83-95).	This	
influence	could	also	have	come	from	Beat	literature	and	poetry,	which	was	present	
on	the	scene	and	Garcia	had	noted	Kerouac’s	‘On	the	Road’	as	an	inspiration.	Weir	
had	also	shared	a	room	with	Neal	Cassady	during	their	early	days	in	Haight-Ashbury.	
This	is	a	feature	found	embedded	within	the	Dead’s	improvisational	style	and	helps	
create	their	apparent	lack	of	direction.	Once	a	riff	has	been	played,	it	is	not	
important	if	it	is	returned	to	or	not	as	its	moment	has	passed.	This	philosophy	was	to	
become	an	important	aspect	of	psychedelic	music,	which	fostered	dechronicization,	
where	quasi-hypnotic	repetition	and	the	absence	of	musical	goals	would	change	the	
sensation	of	the	passing	of	time.	Kramer	referred	to	this	as	‘vertical	time’	in	which	
change	and	anticipation	are	minimal	(Kramer,	1988)	and	time	appears	to	stand	still.	
	
This	principle,	whilst	not	definitive,	leads	to	the	second	concept,	the	phenomenon	of	
guitar	‘noodling’.	This	is	a	somewhat	divisive	term	along	with	that	of	the	‘jamband’	
title	itself,	which	critics	have	used	over	the	years	to	describe	the	long	and	
‘directionless’	improvisations	of	jambands.	Conners	has	stated	that	‘It	is	never	useful	
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[the	term	jamband],	when	accompanied	by	the	adjective	‘noodling’.	Hippies	and	
noodling	are	lazy	signatures	tossed	up	to	fill	in	the	vacuum	of	word-count	deadlines.	
I	have	never	once	seen	a	worthwhile	guitar	player	‘noodle’….	To	describe	a	
guitarist’s	technique	as	‘noodling’	is	to	throw	up	your	hands	and	retreat	from	a	
deeper	layer	of	guitar	playing’	(Conners,	2013,	ix).	I	however	feel	that	the	term	
should	not	be	received	negatively,	as	to	the	uninitiated	a	24-minute	piece	can	
appear	to	be	directionless,	full	of	apparently	unconnected	ideas.	But	as	previously	
discussed,	short	and	directionless	or	throwaway	themes	are	a	fundamentally	
embedded	part	of	the	wider	countercultural	beliefs,	and	a	key	feature	of	the	band’s	
sound.	On	closer	examination,	the	reuse	of	themes	and	the	interactions	between	
instruments	would	imply	otherwise,	as	will	be	investigated	in	the	analysis	of	
‘Caution’.		
	
3.2.2	Harmonic	structure,	drones	and	drums:	
The	harmonic	structure	of	‘Caution’	is	essentially	based	around	the	single	chord	of	E	
major,	over	which	improvisations	can	occur	freely	and	uninhibited.	This	structure	is	
similar	to	the	approach	taken	in	Indian	ragas.	Their	influence	on	the	Dead’s	approach	
to	jamming	is	discussed	in	the	‘influences’	section	in	Chapter	1.	This	approach	to	the	
layer	1	structure	is	a	key	feature	of	the	piece,	which	interacts	fundamentally	with	
layer	3,	making	poly-instrumental	improvisation	easier	and	potentially	more	tonal,	
by	decreasing	the	likelihood	of	unplanned	dissonances.	
	
It	can	be	seen	in	‘Caution’	that	the	fundamental	structure	consists	of	a	bass	riff	
unfolding	between	tonic	and	dominant	notes	on	the	strong	beats	(E	-	G#	-	A	-	A#-	B	–	
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A#	-	A	–	G#),	and	improvisation	is	frequently	based	around	five-note	pentatonic	
scales	and	modes.	This	has	much	in	common	with	a	raga	drone,	featuring	the	tonic	
(E)	and	dominant	(B),	with	the	other	notes	effectively	acting	as	passing	notes	or	
embellishments.	It	is	very	repetitive	and	continually	returned	to	throughout	the	
piece,	acting	as	an	anchor	for	the	soloists	during	the	jams.	It	also	acts	as	an	anchor	
for	the	audience.	It	provides	them	with	enough	landmarks	to	cling	onto	and	a	
sufficient	solidity	to	exit	the	show	safely,	even	whilst	they	are	still	able	to	enjoy	the	
moment	and	become	lost	in	an	‘enhanced’	sea	of	jamming.	
	
There	are	similarities	between	the	fundamental	structure	of	‘Caution’	and	ragas.	The	
sections	arranged	within	ongoing	type	1	improvisation	are	analogous	to	the	gat	
segments	of	a	raga,	and	serve	a	similar	purpose	of	orienting	the	listener	and	acting	
as	an	anchor	point.	
	
The	piece	begins	slowly	(0’00’’	–	0’29’’)	and	increases	in	speed	and	complexity.	This	
is	similar	to	the	alap	progression	towards	jahalla	in	raga,	although	acted	out	over	a	
shorter	time	span.	Unlike	an	alap,	which	usually	sees	the	soloist	unaccompanied	
apart	from	the	drone,	this	section	is	musically	dense.	It	is	important	to	recognize	the	
blues	influence	here,	with	the	attempt	to	represent	an	accelerating	train	(Lesh,	
2006),	which	was	a	common	feature	in	early	blues	from	the	Delta	(Lomax,	1993).	It	is	
my	opinion	that	the	Dead	were	consciously	influenced	here	by	the	blues,	and	that	
Indian	raga	was	not	foremost	in	their	thought	processes	in	creating	this	opening.	
However,	the	parallels	to	raga	are	significant.	It	is	known	that	Indian	music	and	
culture	were	influential	in	shaping	popular	music	in	the	late	1960s	as	seen	in	the	
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Beatles’	creative	output.	The	incorporation	of	diverse	musical	concepts	was	central	
to	the	Grateful	Dead’s	musical	and	philosophical	ideals,	and	consistent	with	the	
beliefs	of	the	counterculture.		
	
Further	evidence	to	support	this	can	be	found	in	examining	the	approach	taken	to	
drumming.	‘Caution’s’	drum	patterns	changed	greatly	from	its	genesis	in	1965	to	the	
1967	recording	that	I	am	using	in	this	thesis.	In	the	earlier	live	recordings,	the	rhythm	
(for	example	in	11/3/65)	was	a	cymbal	driven	triplet	based	pattern.	It	lacked	the	
emphasis	of	the	snare	and	kick	drum	but	was	fully	anchored	to	a	traditional	4/4	time	
signature,	and	was	essentially	a	blues	rhythm.	By	the	time	Anthem	of	the	Sun	was	
recorded	in	September	1967	(although	not	released	until	1968),	the	influence	of	
Hart	was	becoming	clear	along	with	the	rhythmic	possibilities	of	having	two	
drummers.	Whilst	one	drummer	continues	to	play	a	standard	rock	4/4	time	with	the	
kick	drum	on	each	beat	and	snare	on	the	second	and	fourth	beat,	the	second	
drummer	implies	a	compound	time	signature	of	12/8	with	his	cymbal	work	and	
additional	use	of	higher-pitched	toms.	This	pattern	presented	itself,	along	with	
improvisational	differences,	in	the	11/10/67	version	after	Hart	had	had	two	months	
to	settle	into	the	band.	In	this	way,	the	piece	significantly	departs	from	its	blues	
origin	and	is	effectively	transformed	by	its	assimilation	of	Indian	drumming	patterns.	
The	importance	of	this	should	not	be	underestimated.	Blues	is	fundamentally	rooted	
in	African	traditions,	with	call	and	response	between	vocals	and	instruments,	and	
African	rhythms	(Scorsese,	2009).	Changing	the	rhythm	is	therefore	a	development	
in	style	and	marks	a	departure	of	the	embryonic	Dead	from	a	blues	band	into	a	
unique	musical	entity.	It	became	a	crossroads	in	the	direction	that	their	music	would	
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take	over	the	next	few	years.	It	would	be	taken	to	new	levels	of	complexity	in	‘The	
Eleven’,	‘Dark	Star’,	‘That’s	it	for	the	Other	One’	and	the	development	of	‘Drums’	
and	‘Space’.	The	departure	from	conventional	4/4	rhythms	towards	more	complex	
poly-meters	became	a	feature	of	many	psychedelic	bands	(Hicks,	2000,	64-66),	and	
was	taken	to	extremes	within	1970s	progressive	rock	groups.	In	Martin	Scorsese’s	
Long	Strange	Trip	documentary,	Kretuzmann	explained	how	for	‘That’s	it	for	the	
Other	One’	there	was	a	4/4	meter	with	a	6/8	superimposed	over	the	top,	allowing	
him	to	go	wherever	he	wanted	to	(Scorsese,	2017,	act	1).	
	
3.2.3	Role	of	the	Bass	Guitar:	
With	jams	of	this	length,	it	is	helpful	to	subdivide	them	into	a	series	of	musical	
spheres,	reflecting	themes	and	ideas.	This	is	conceptually	similar	to	Mermikides’	
proposed	M-space	theory.	Initially	I	have	used	this	to	map	out	the	movements	of	the	
bass	line	throughout	the	whole	piece.	It	is	necessary	to	look	at	the	repeating	main	
bass	riff	and	when	it	deviates	away	from	this,	see	Figure	3.4.		
	
Figure	3.3:	The	main	bass	riff	returned	to	throughout	the	piece,	and	two	notable	
variations	
The	main	bass	riff	
	
Main	bass	riff	variation	1																											Main	bass	riff	variation	2	
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It	is	my	contention	that	the	bass	functions	as	an	anchor	to	the	principal	conceptual	
theme	of	a	train’s	movement	along	the	tracks,	and	it	is	therefore	significant	why	and	
when	it	moves	away	from	this	pattern	and	how	it	does	so.	It	is	important	to	note	
how	the	bass	guitar	returns	to	the	main	riff	most	often	during	the	improvised	
sections,	and	only	deviates	from	this	to	a	small	degree,	creating	a	stable	platform	for	
improvisation,	by	creating	an	anchor	point	for	modal/pentatonic	improvisation.	
Figure	3.4	shows	this	movement	graphically	for	the	whole	piece,	with	the	vertical	
axis	representing	increasing	complexity	within	the	bass	line.	The	color	of	each	sphere	
broadly	reflects	the	levels	of	distortion	applied	within	the	section,	with	the	darker	
shades	representing	increasing	distortion.	It	can	be	observed	that	during	the	
improvised	jams	the	main	bass	riff	is	returned	to	more	frequently	with	smaller	
deviations.	In	general,	this	is	in	the	form	of	increased	bass	complexity,	although	a	
notable	exception	to	this	is	seen	in	jam	1c,	where	for	a	period	of	time	it	disappears	
completely.	During	the	verse	sections	the	bass	role	is	reduced,	often	dropping	out	
completely.	Throughout	jam	3b	and	the	outro,	the	piece	progressively	loses	all	
structural	form,	and	does	not	return	to	the	opening	bass	riff.	Generally,	it	remains	
closer	to	the	main	riff	when	the	distortion	amongst	the	other	instruments	is	
greatest;	conversely	it	is	during	the	softer,	more	contemplative	sections	that	the	
bass	is	simplified	or	disappears	altogether.	The	exception	to	this	is	in	the	outro.	This	
is	perhaps	to	be	expected,	as	during	these	passages	where	considerable	
modal/pentatonic	improvisation	is	greatest,	stability	is	needed	to	maintain	the	tonic	
(as	in	raga).	In	this	way,	the	lack	of	vertical	movement	in	the	bass	enables	much	
more	freedom	for	melodic	exploration	for	the	other	instrumentalists	(Porter,	1999).	
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This	later	became	popular	within	psychedelic	bands,	where	bassists	often	played	
ostinatos	during	improvisations	(Kramer,	1988).	
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Figure	3.4:	Relationship	of	bass	main	riff	to	improvisational	direction	
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3.3:	Jam	2	
The	following	analysis	will	now	focus	on	the	second	jam,	a	section	which	lasted	a	
total	of	7’42’’,	and	is	a	period	of	extended	layer	3	type	1	improvisation.	I	will	break	
up	the	jam	into	seven	areas	of	discussion;	jamming	spheres,	the	exchange	of	musical	
ideas,	movement	between	the	jamming	spheres,	development	and	reuse	of	musical	
material,	the	transfer	of	material	between	band	members,	harmony	and	drums.	I	
will	examine	these	sequentially	through	the	jamming	spheres	J2a-J2h,	focusing	on	
areas	where	the	important	issues	are	highlighted	most	clearly	and	omitting	analysis	
that	does	not	add	to	the	argument.		
	
3.3.1:	Jamming	spheres	
The	improvisations	within	‘Caution’	are	long,	but	I	believe	that	these	can	be	sub-
divided	into	shorter	‘jamming	spheres’	revealing	a	structure,	which	helps	prevent	a	
loss	of	direction	or	an	excessive	amount	of	repetition.	This	has	been	previously	
noted	by	Michael	Kaler,	who	suggested	that	these	sections	typically	lasted	between	
15-60	seconds	and	that	movement	between	them	was	triggered	through	band	
members	making	musical	statements	which	can	either	be	joined	in	with	or	used	to	
create	a	new	musical	idea	(Meriwether,	2012,	72).	Whilst	it	is	uncertain	whether	the	
Dead	consciously	subdivided	their	improvisations	in	this	way,	I	believe	that	analysis	
of	this	jam	demonstrates	that	this	process	is	occurring.	The	points	at	which	the	
spheres	change,	are	my	own	interpretation	and	will	be	examined	in	detail	in	the	next	
section.	
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	The	idea	of	subdivided	improvisations	has	been	identified	in	other	forms	of	music,	
and	the	concept	of	M-space	within	jams	has	been	described	previously	
(Mermikedes,	2010).	The	bass	guitar’s	drone	provides	a	core	theme	with	the	main	
riff,	which	is	continually	returned	to	like	a	pivot	point,	and	in	this	way	the	jams	could	
be	said	to	have	adopted	a	pivot-based	structure.	However,	there	is	significant	reuse	
of	material	between	jamming	spheres,	and	each	section	is	not	simply	linked	via	the	
central	theme	but	though	this	shared	material,	see	Figure	3.5.	It	is	my	contention	
that	the	relationship	between	spheres	represents	more	of	a	spider’s	web	than	a	
simple	pivot.	There	is	a	constant	reintroduction	of	material	between	jamming	
spheres,	even	from	those	ideas	used	much	earlier	in	the	jam	or	from	the	first	jam.	It	
is	apparent	that	ideas	are	never	completely	discarded	when	the	jam	moves	on,	but	
rather	retired	temporarily	and	reintroduced	at	a	later	point.	This	creates	musical	
markers	throughout	the	whole	piece,	and	prevents	the	listener	from	ever	becoming	
completely	disconnected	from	its	core.	This	is	a	separate	process	from	the	germinal	
theme,	which	is	maintained	by	the	bass	and	drums	throughout	the	jam.	
	
To	examine	this	concept	further	I	have	represented	the	main	ideas	from	jam	2	
diagrammatically,	with	each	broad	theme	represented	as	a	colored	box.	The	
recurrence	of	these	themes	can	be	easily	seen	from	this	diagram,	including	when	
they	are	picked	up	by	different	band	members.	Each	theme	represents	a	constituent	
of	the	germinal	concept,	rather	than	an	exact	replication	of	an	idea.	The	purpose	of	
this	diagrammatic	representation	is	not	to	examine	the	process	of	small	changes,	
rhythmic	displacement	or	adjustments	of	timbre,	but	rather	to	take	a	broader	view	
of	the	improvisation	as	a	whole,	see	Figure	3.5.		
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Figure	3.5:	Diagram	key	for	Figure	3.6,	showing	the	main	concept	areas	within	the	
jam.		
MBR	 Main	bass	riff	
MBRV	 Main	bass	riff	variation	
RN	 Repeated	notes	
BN	 Bent	notes	
MBN	 Microtonal	bent	notes	
SR	 Scalic	run	
SRT	 Scalic	run	featuring	triplets	
	
GM	1,2,3,	etc.	 Garcia	motif	
WCP	 Weir	chord	pattern	
WM	1,	2,	3,	etc.	 Weir	motif	
PM	1,	2,	3,	etc.	 McKernan	‘Pigpen’	motif	
FN	 Filler	notes	
NP	 No	playing	
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Figure	3.6:	The	exchange	of	musical	ideas	between	band	members	in	‘Caution’	jam	2	(starting	at	bar	1)	
																																										
	 Jam	
2a	
	
7.40	
	 					4	 	 	 	 					8	 	 	 	 			12	 	 	 	 			16	 	 	 	 			20	 	 	 	 			24	
Garcia	 																																																																					JGM	1	
																																													(Expansion	of	a	three-note	motif)	
							RN	 	BN	 	NP	 								FN	 	NP	 																	FN	 									BN	 	FN	
Weir	 																																						FN	
	
																						WCP	 	NP	 						WCP	 	BN	 										NP	 	FN	 	NP	 									FN	 	NP	 									FN	 	NP	
Lesh	 																																																					NP	
	
																																													RN	 																FN	 	NP	 															FN	
McKernan	 																													NP	
	
	FN	 																																					NP	 	FN	 	NP	 																						PM1	 	NP	 PM
2	
										NP	 	RN	 	NP	
	
	
	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	
	 	 	 	 			28	 	 	 	 			32	 	 	 	 			36	 	 	 	 			40	 	 	 	 			44	 	 Jam	
2b	
	
9.00	
			48	
Garcia	 	FN	
	
	NP	 									BN	 SR	 MB
N	
																																													SR	 	BN	 RN	 								NP	 					JGM	2	 								RN	 									FN	 	RN	
Weir	 								FN	
	
	NP	 									FN	 BN	 																															NP	 								RN	 WM
1	
RN	 															NP	 									FN	 	BN	 									RN	 	NP	
Lesh	 	FN	
	
								BN	 									FN	 																														RN	 MB
RV	
									RN	 									NP	 RN	 MB
RV	
																													RN	 									FN	
McKernan	 	NP	
	
						PM3	 SR	 										NP	 									FN	 															RN	 							FN	 									NP	 RN	 SR	 																																							NP	
	
	
	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	
	 	 	 	 			52	 	 	 	 			56	 	 	 	 			60	 	 	 	 			64	 	 	 	 			68	 	 	 	 			72	
Garcia	 	FN	
	
																																						SR	 								SR	 SR	 													MBN	 	FN	 																						BN	 MBN	 RN	 								BN	
Weir	 								NP	
	
WC
P	
																					WM2	 									NP	 WCP	 																						NP	 																																						BN	 																RN	
Lesh	 	NP	
	
				MBRV	 	FN	 MB
RV	
SR	 RN	 												MBRV	 																FN	 					MBRV	 																														FN	 														MBR	 RN	
McKernan	 																																																																																							NP	
	
	FN	 	NP	 	RN	 														NP	 PM4	 	NP	
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	 	 	 	 			76	 	 	 Jam	
2c	
			80	
9.55	
	 	 	 			84	 	 	 	 			88	 	 	 	 			92	 	 	 	 			96	
Garcia	 																									SR	
	
						MBN	 								NP	 	FN	 MBN	 																														RN	 									SR	 	FN	 	NP	 	FN	 																BN	
Weir	 	FN	
	
	NP	 	RN	 BN	 	RN	 									FN	 								BN	 	FN	 	BN	 WM	3	 								NP	 																					WM4	 	BN	 	NP	 								FN	 	NP	
Lesh	 																																																																		MBRV	
	
RN	 	NP	 	RN	 	 	NP	 																																										MBRV	 	NP	
McKernan	 																													NP	
	
	FN	 																																													NP	 	RN	 PM
1	
																																																						NP	 PM
5	
	
	
	 	 	 	 100	 	 	 	 104	 	 	 	 108	 	 	 	 112	 	 	 	 116	 	 	 	 120	
Garcia	 																																																											BN	
	
									SR	 																															SRT	 									SR	 MB
N	
							SRT	 								SR	
								
SRT	
Weir	 																																NP	
	
									FN	 								NP	 																																																		WCP	 	FN	 WM
5	
																													WCP	
Lesh	 							MBR	
	
					MBRV	 	FN	 					MBRV	 																SR	 																				MBRV	 MB
R	
MB
RV	
							MBR	 	SR	 												MBRV	 SR	 MB
RV	
McKernan	 							PM5	
	
						PM1	 FN	 																	PM1	 																																																																																																						NP	 RN	 	NP	
	
	
	
	
	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	
	 	 	 	 124	 	 	 	 128	 	 	 Jam	
2d	
132	
11.23	
	 	 	 136	 	 	 	 140	 	 	 	 144	
Garcia	 																																																			SRT	
	
																									RN	 								FN	 	NP	 																																																																RN	
Weir	 																																																													WCP	
	
									NP	 								FN	 	NP	 																													WCP	
Lesh	 MB
R	
																																					SR	 																																					MBRV	 									SR	 MB
RV	
																																											SR	 MB
RV	
McKernan	 RN	
	
														PM1	 																															PM6	 RN	 	SR	 																																																																																		NP	
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	 	 	 	 148	 	 	 	 152	 	 	 	 156	 	 	 	 160	 	 	 	 164	 	 	 	 168	
Garcia	 	RN	
	
								NP	 																																																																												RN	 	NP	 	BN	 																																													SR	 	NP	
Weir	 																							RN	
	
					WM5	 																																					RN	 	FN	 	BN	 	FN	 															NP	 																												WCP	
Lesh	 																														SR	
	
																				MBRV	 								RN	 MB
RV																	
																					MBR	 						MBRV	 	FN	 	RN	 												MBRV	 	RN	
McKernan	 																																																																																																																																																																NP	
	
	
	
	
	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	
	 Jam	
2e	
	
12.28	
	 172	 	 	 	 176	 	 	 	 180	 	 	 	 184	 	 	 	 188	 Jam	
2f	
	
13.04	
	 192	
Garcia	 	SR	
	
SRT	 	SR	 																														RN	 																																																					BN	 	RN	 	NP	 													JGM3	
																														BN	
Weir	 WC
P	
								NP	 																																																	WCP	 								BN	 							WCP	 						WM6	 									RN	 	NP	 JGM
1	
							NP	 WC
P	
Lesh	 																																																																																																																		MBRV	
	
																SR	 													MBRV	 	SR	
McKernan	 																																	NP	
	
								RN	 																																						NP	 PM
1	
																																																				NP	 RN	 									NP	
	
	
	 	 	 	 196	 	 	 	 200	 	 	 	 204	 	 	 	 208	 	 	 	 212	 	 	 	 216	
Garcia	 															NP	
	
							RN	 													JGM1	 RN	 																NP	 JGM
1	
															SR	 								RN	 	NP	 														SRT	 MB
N	
BN	
Weir	 WC
P	
								RN	 						WCP	 									NP	 						WCP	 					WM7	 																																												NP	 SR	 																								NP	 WC
P	
Lesh	 	SR	
	
					MBRV	 																RN	 									SR	 																				MBRV	 																													SR	 MB
RV	
	FN	 																											MBRV	
McKernan	 																																																																																																																																																										NP	
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	 	 Jam	
2g	
	
13.54	
220	 	 	 	 224	 	 	 	 228	 	 	 	 232	 	 	 	 236	 	 	 	 240	
Garcia	 									FN	
	
															NP	 	FN	 	BN	 	NP	 								BN	 	NP	 	BN	 	NP	 	BN	 	NP	 	BN	 	NP	 	BN	 																							SR	 SRT	 JGM
4	
Weir	 WC
P	
	FN	 	NP	 																																																																WCP	 	NP	 BN	 	NP	 																																																						WCP	
Lesh	 MB
RV	
SR	 														MBR	 												MBRV	 MB
R	
MB
RV	
MB
R	
MB
RV	
MB
R	
MB
RV	
MB
R	
MB
RV	
MB
RV	
					MBRV	 																												SR	
McKernan	 																													NP	
	
								RN	 																																																																																																		NP	 PM
1	
	
	
	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	
	 	 	 	 244	 	 	 	 248	 	 	 	 252	 	 	 	 256	 	 	 Jam	
2h	
260	
15.02	
	 	 	 264	
Garcia	 																																																									JGM4	
	
	NP	 								SRT	 								RN	 																						NP	 																						JGM5	 	NP	 									RN	
Weir	 																														WCP	
	
	NP	 														WCP	 	NP	 	FN	 	RN	 	NP	 															RN	 	FN	 								NP	 	FN	 																								NP	
Lesh	 	SR	
	
					MBPV	 							SR	 	RN	 																																																																									MBRV	 									RN	 																								FN	
McKernan	 							PM1	 															RN	 																																																					NP	 																							RN	 								NP	 PM
1	
																								NP	
	
	
	 	 	 	 	 	 	 	
	 	 	 	 268	 	 	 	 272	
Garcia	 														NP	
	
							RN	 								NP	 	RN	
Weir	 																																												WCP	
	
	NP	
Lesh	 																														SR	
	
																	NP	
McKernan	 																																																					NP																														
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This	diagram	illustrates	clearly	the	extent	to	which	several	principal	ideas	are	reused,	
particularly	repeated	notes,	bent	notes,	variations	around	the	main	bass	riff	and	
scalic	runs.	It	does	not	however	appear	immediately	intuitive	as	to	how	these	relate	
to	the	central	core,	and	to	each	other.	To	make	this	clearer	I	have	created	a	spider	
web	diagram	of	the	jam.	Each	jamming	sphere	is	represented	with	all	of	its	repeating	
units	with	connections	between	spheres	made	according	to	which	themes	are	
present,	see	Figure	3.7.	
	
The	spider’s	web	demonstrates	interconnectivity	between	the	spheres.	It	is	apparent	
that	there	are	core	ideas	that	permeate	throughout	the	whole	jam,	and	these	are	
placed	most	centrally.	Ideas	that	occur	less	frequently	appear	towards	the	periphery.	
It	is	clear	that	these	less	frequently	recurring	materials	do	resurface,	and	this	is	seen	
both	locally	between	two	adjacent	jamming	spheres,	but	also	over	a	much	longer	
span	of	the	piece.	There	are	also	ideas	that	only	occur	within	a	single	sphere.		
		
Figure	3.7:	Spider	web	associations	diagram	for	jam	2	
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Another	way	of	representing	these	jams	could	be	to	adopt	Boone’s	Mandala	
approach,	which	creates	a	central	axis	with	departures	towards	either	order	or	
chaos.	This	is	certainly	evident	within	this	jam	where	frequently	the	music	becomes	
increasingly	dense	and	frantic,	before	returning	towards	a	quieter	and	simpler	form.	
To	apply	this	concept	effectively	to	‘Caution’	would	require	careful	selection	of	the	
upper	and	lower	areas	given	the	use	of	only	one	real	chord	throughout	the	piece,	
whereas	‘Dark	Star’	had	two,	and	it	may	therefore	prove	to	be	an	over	simplistic	
approach.	I	believe	that	the	spider’s	web	of	associations	is	therefore	a	more	accurate	
representation	of	the	piece	than	a	simple	hub	and	spoke	model,	and	it	has	some	
notable	similarities	to	Boone’s	Mandala	used	to	represent	‘Dark	Star’	
diagrammatically	(see	chapter	1).		
	
One	problem	with	subdividing	the	jam	into	spheres	is	that	it	could	be	argued	that	in	
creating	the	divisions,	I	am	artificially	introducing	a	structure	that	was	never	
intended	by	the	band.	In	particular,	the	return	to	the	main	bass	riff	has	been	used	as	
an	anchor	in	my	reading	of	the	track,	and	it	may	be	possible	to	divide	up	the	jam	in	
other	ways.	It	is	my	opinion	that	on	listening	to	the	improvisation	as	a	whole,	these	
divisions	sound	very	clear,	and	that	whether	or	not	the	band	were	consciously	aware	
that	they	were	introducing	this	structure	it	was	nonetheless	present	in	the	end	
product.	Within	popular	music	it	is	not	uncommon	for	performers	to	subconsciously	
introduce	ideas	or	themes,	which	when	questioned	they	are	unaware	exist,	and	this	
is	particularly	true	for	improvised	playing	where	performers	typically	play	what	they	
feel,	rather	than	engage	in	an	intellectual	and	musically	analytical	process.	This	is	
analogous	to	differences	between	an	important	literary	work	and	a	rousing	speech,	
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where	it	is	widely	recognized	that	reading	from	a	predefined	script	is	seldom	
successful.			
	
3.3.3:	Movement	between	jamming	spheres	
The	boundaries	that	will	define	the	spheres’	boarders	were	decided	upon	by	myself,	
through	the	closure	of	pre-existing	musical	material	and	the	overall	timbre	change	of	
the	spheres	sound.	Due	to	the	necessity	for	all	the	musicians	to	recognize	the	
turning	points	and	new	directions	to	be	taken,	the	movement	from	one	sphere	to	
the	next	could	take	different	amounts	of	time	to	manage,	as	they	adjusted	their	
playing	over	time.	Frequently	this	transition	lasted	between	four	and	twelve	bars,	
and	varied	in	smoothness	as	might	be	expected	given	the	experimental	and	
improvisational	nature	of	the	music.	The	change	could	be	implemented	by	any	of	the	
players,	as	is	observed	in	this	jam,	but	most	commonly	Garcia	was	the	trigger	for	the	
introduction	of	new	material	or	section	changes	(Meriwether,	2012,	67-85).		
	
Jam	2a	opens	with	sparse	instrumentation.	The	bass	has	dropped	out	and	the	most	
notable	features	are	guitar	feedback	and	vocal	fills,	reminiscent	of	the	improvised	
cotton	field	hollers	(Lomax,	1993).	Garcia	creates	a	three-note	pattern	at	7’36’’	with	
a	swell	effect	and	gradually	develops	it	by	adding	notes	from	the	E	minor	pentatonic	
scale,	see	Figure	3.8.	This	acts	as	an	introduction	to	the	jam	over	eleven	bars,	which	
is	in	effect	the	transition	from	verse	1b’s	‘All	You	Need’	section	into	the	second	
improvisation.	Whilst	the	vocal	fills	are	suggestive	of	the	blues,	the	guitar	effects	are	
evocative	of	psychedelia,	fostering	a	sense	of	dynamization.	Together,	they	clearly	
provide	a	signpost	to	the	listener	that	the	jam	is	about	to	start	and	embark	upon	a	
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period	of	musical	exploration.	This	could	potentially	act	as	a	primary	point	for	the	
future	study	of	jamband	music,	as	the	Dead	does	tend	to	have	clear	launching	and	
landing	points.	For	example,	a	change	in	guitar	effect	or	a	change	in	mode	can	work	
as	a	launching	or	landing	point.	‘Playing	in	the	Band’	clearly	shows	such	methods.	
	
Figure	3.8:	Garcia’s	three-note	patterns	development	(7’36’’)	
	
	
	
At	8’35’’,	McKernan	recalls	an	organ	version	of	the	‘hammer-on’	fill	that	Lesh	used	
earlier,	based	around	the	dominant	note	of	B,	finally	resolving	onto	the	tonic	at	
8’39’’,	where	Lesh	deviates	from	the	preceding	five	bars	of	the	root	E	and	
reintroduces	a	variation	of	his	opening	bass	riff,	before	returning	to	holding	the	root	
E.	There	is	a	sense	in	which	this	brief	reversion	to	the	bass	‘line	of	normality’	is	a	
signal	to	the	other	musicians	to	start	winding	up	jamming	sphere	2a	so	that	the	
music	can	progress	to	the	next	idea.	In	other	types	of	music	this	might	be	
interpreted	as	a	signpost	to	return	to	the	next	verse	section,	but	for	the	Dead	this	
would	have	been	far	too	short	for	a	solo,	and	therefore	it	signals	change	rather	than	
closure.	Given	that	all	band	members	were	contributors	to	the	direction	of	a	jam,	it	
merely	marks	a	turning	point	where	there	could	be	numerous	directions	the	
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improvisation	could	take,	only	one	of	which	would	have	been	the	closure	of	the	jam	
and	progression	to	the	verse.		
	
This	sphere	begins	to	wind	up	at	8’46’’,	when	Garcia	reprises	a	variation	of	his	
bending	fill.	This	is	embellished,	but	the	core	movement	of	D	natural	to	E	is	heard	to	
repeat	throughout	the	phrase.	Weir	and	Garcia	(a	crotchet	later)	return	to	the	
repeated	notes	introduced	at	the	start	of	the	jam,	except	this	time	in	triplet	form.	
Lesh	and	McKernan	continue	this	pattern	for	the	following	bar	whilst	the	guitars	
drop	out,	with	the	organ	progressing	to	a	return	of	the	scalic	run,	ending	at	8’50’’,	
which	is	not	answered	in	a	similar	fashion	by	Garcia,	who	uses	a	new	semiquaver	
motif	repeatedly	five	times	(starting	at	8.51)	with	only	a	move	from	the	flattened	
seventh	to	the	root	by	Weir,	ending	the	first	jamming	sphere,	see	Figure	3.9.	These	
last	four	bars	act	as	transition	between	the	jam	2a	and	2b,	and	at	the	same	time	
reinforce	the	repeated	note	motif	that	will	become	an	important	feature	in	jam	2b.	
The	timing	throughout	this	sphere	remains	relatively	constant	but	the	additional	
‘noodling’	towards	the	end	gives	the	impression	of	an	increased	tempo.	This	builds	
in	intensity	to	a	climax	at	8’44’’,	where	more	space	is	created	within	the	parts,	and	
the	transition	to	the	next	sphere	can	begin.	This	fits	with	Kaler’s	theory	that	jamming	
sections	tend	to	conclude	at	a	high	point	in	terms	of	dynamics,	volume	or	frenzy	
(Meriwether,	2012,	72).		
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Figure	3.9:	Re-use	of	earlier	material,	and	introduction	of	jam	2b	theme	(8’46’’)	
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Jamming	sphere	2b	opens	with	Garcia	introducing	a	(repeated)	four-note	pattern	
that	was	first	hinted	at	within	the	last	six	bars	of	Lesh’s	bass	line	from	section	2a.	
This	idea	provides	a	new	theme	for	the	band	to	explore	throughout	this	section.	
Weir	is	the	first	to	pick	up	on	this	new	idea	and	the	change	in	sphere	(9’00’’),	
repeating	the	pattern	twice	with	quavers,	using	a	delay	effect	for	a	more	‘spaced	
out’	or	dynamizied	feel.		Garcia	takes	the	idea	back	and	slows	it	further	using	
staccato	crotchets,	see	Figure	3.9.	This	almost	conversational	interchange	between	
band	members	confirms	that	agreement	had	been	reached	that	a	new	sphere	is	
beginning.	This	theme	is	then	quite	suddenly	cast	aside	as	Lesh	recognizes	the	
change	of	direction	and	plays	a	variation	of	the	main	theme,	pulling	the	sphere	back	
to	the	bass’s	‘line	of	normality’.	This	confirms	the	transition	into	the	next	jamming	
sphere	is	complete,	and	over	nine	bars	all	band	members	are	on	track	to	work	in	a	
new	direction.	This	reintroduction	of	the	bass	riff	has	two	effects;	firstly,	to	indicate	
the	change	of	sphere	and	secondly	for	Kreutzmann	and	Hart	to	slightly	increase	the	
tempo,	pushing	the	jam	forward.		
	
After	a	second	less	dramatic	climax	at	9’52’’,	Garcia	leads	this	section	to	its	
conclusion	with	six	bars	of	scalic	‘noodling’,	leading	to	bending	around	the	G	
(mediant),	before	ending	on	a	succession	of	tonic	E	note	bends.	Lesh	appears	to	
attempt	to	instigate	the	progression	into	jam	2c	twelve	bars	before	9’55’’,	by	
continually	repeating	the	bass	riff,	although	Garcia	either	misses	this	signaling,	does	
not	wish	to	change	the	section	yet,	or	requires	more	time	to	finish	the	melody,	as	he	
keeps	going	with	his	own	material.	It	is	not	until	9’58’’	that	he	drops	out,	before	re-
entering	with	a	different	idea,	and	the	new	sphere	is	instigated	with	Weir	
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contributing	a	new	riff.	McKernan	seems	to	pick	up	on	the	change	of	sphere	last,	
entering	four	bars	after	Garcia,	making	this	one	of	the	longest	transitions	taking	22	
seconds.	The	apparent	disagreement	over	whether	to	close	this	sphere	is	probably	
the	most	interesting	feature	here,	and	reflects	the	difficulties	in	managing	the	flow	
of	a	collective	improvisation	of	indeterminate	length,	and	I	suspect	in	that	instance	it	
was	the	only	way	alignment	could	be	achieved.	At	this	point	in	time	the	band	had	
very	limited	options	for	communicating	during	a	jam,	and	apart	from	the	musical	
cues,	which	could	be	missed,	could	only	rely	upon	gestures	and	facial	expressions	to	
guide	each	other.	In	the	late	1980s	they	adopted	earpieces	for	stage	only	
communication,	allowing	for	complete	communication	to	take	place	without	
interfering	with	the	sound	mix	(Kreutzmann,	2015).	
	
At	this	late	point	in	the	jamming	sphere	Garcia	introduces	a	new	pattern	spread	
across	two	bars,	which	continues	until	11’10’’	when	he	reinstates	a	succession	of	
repeated	E	notes	to	close	the	section,	see	figure	3.10.	This	is	a	high	point	after	which	
the	sphere	closes	rapidly	over	thirteen	seconds.	Again,	this	is	consistent	with	Kaler’s	
conceptual	model	for	the	Grateful	Dead’s	improvisational	style.	
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Figure	3.10:	Sphere	2c	new	theme	(11’00’’)	
	
	
	
Jamming	sphere	2d	opens	with	a	reprise	of	the	four-note	motif	first	heard	in	sphere	
2b,	and	this	becomes	a	major	theme	for	two-thirds	of	this	sphere.	It	starts	on	the	
first	beat	of	the	bar,	and	remains	in	this	place	until	it	is	dropped	at	12’02’’.	To	close	
this	section	Garcia	adjusts	his	three-note	pattern	by	adding	another	note,	as	Lesh	
returns	to	a	version	of	the	original	bass	fill.	With	the	section	now	grounded,	Garcia	
Kbd.	
(McKernan)	
Kbd.	
(McKernan)	
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spends	three	bars	adapting	the	repeated	note	pattern	further,	with	Weir	developing	
a	short	pattern	under	it	using	a	triplet	followed	by	two	quavers.	Garcia	brings	the	
section	to	a	close	with	a	selection	of	scalic	‘noodles’	to	the	constant	crotchet	marker	
of	Weir’s	E	major	chords.	I	feel	that	this	is	appropriate	for	a	subsection	which	is	
neither	the	beginning	nor	the	end;	the	patterns	introduced	in	the	opening	and	the	
understated	closure	are	in	effect	reflective	of	this	and	represent	being	in	the	now.	
The	audience	would	have	probably	not	anticipated	the	jam	ending	at	this	point	and	
it	is	too	early	to	tease	closure,	which	would	explain	the	understated	approach	taken.		
	
The	transformation	into	jam	2e	takes	only	four-bars	which	leads	up	to	12’28’’,	and	is	
instigated	by	Weir	repeatedly	playing	an	E	major	chord.	Lesh	appears	to	be	the	first	
to	pick	up	on	this	signal,	and	reverts	back	to	playing	a	version	of	the	main	riff,	whilst	
Garcia	finishes	up	his	previous	phrase,	pauses	and	re-enters.	This	Jamming	sphere	is	
closed	through	the	return	of	the	repeated	note	motif	first	played	on	F	by	Weir	and	
then	repeated	by	Garcia	on	E	in	triplets.	More	broadly	this	sphere	seems	to	initiate	
the	process	of	drawing	the	improvisation	to	a	close.	Whilst	there	is	still	some	way	to	
go,	a	jam	of	this	size	requires	a	significant	time	to	conclude	satisfactorily,	and	it	is	
apparent	that	new	musical	material	is	of	lesser	significance	than	the	resolution	of	
the	established	themes	and	direction	of	travel.			
	
The	movement	into	jam	2f	is	brief	and	takes	only	five	bars.	Garcia	finishes	his	
repeated	note	pattern,	Lesh	returns	to	the	bass	riff	in	the	next	bar	and	finally	Weir	
brings	back	a	previous	chord	pattern.	This	sphere	continues	the	slow	progression	
towards	the	end	of	the	jam	and	movement	into	verse	2,	which	is	less	musically	
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dense,	and	requires	suitable	preparation.	The	frantic	pace	of	a	moving	train	
conveyed	in	the	previous	spheres	is	now	gradually	winding	down,	taking	the	
audience	back	from	the	heights	of	exploration	towards	the	more	predictable	central	
themes.	The	sphere	essentially	moves	the	jam	from	chaos	towards	order,	a	theme	
that	seems	to	recur	within	the	Dead’s	music,	e.g.	‘Dark	Star’	(Boone,	1997).	
Exploration,	both	musically	and	otherwise	became	cornerstones	of	the	
countercultural	scene,	and	this	approach	is	reflective	of	this	process.		
	
Jam	2g	opens	with	a	repeat	of	the	main	bass	riff,	setting	up	the	drone	in	E	major,	
containing	a	new	variation	which	is	interrupted	with	a	rest	mid-bar	creating	a	
syncopated	feel,	whilst	Weir	plays	a	bar	of	the	flattened	leading	note	(the	D	major	
chord)	before	emphasizing	E	major.	Garcia	enters	at	14’00’’,	and	returns	to	his	blues-
influenced	(train	horn	sounding)	bends,	persevering	with	these	until	14’18’’.	On	
most	occasions,	Weir	provides	the	response	in	the	form	of	a	D	major	or	E	major	
chord,	the	exception	being	14’13’’,	where	he	responds	with	a	one-bar	melody	
highlighting	the	A	(subdominant)	note.	In	this	way,	the	listener	is	subtly	reminded	of	
the	core	themes	of	the	piece	and	gently	guided	back	from	the	jam’s	exploration	into	
familiar	territory.	Throughout	this	part	Lesh	keeps	a	version	of	the	main	riff	very	
prominent	to	ensure	the	driving	movement.	This	sphere	is	drawn	to	a	close	in	two	
bars	with	Garcia	repeating	a	four-note	semiquaver	pattern	featuring	the	note	B,	
moving	into	the	last	sphere.	Jam	2h	is	very	short	and	resembles	an	outro,	although	
this	is	not	the	end	of	the	piece	by	far,	with	over	ten	minutes	still	to	go.	Each	part	is	
gradually	simplified,	with	a	slower	feel.	This	creates	breathing	space	as	the	music	
enters	the	next	verse	section.	At	the	transition	into	verse	2,	Weir	introduces	a	palm-
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muted	rhythmic	strumming	pattern,	which	features	again	at	the	start	of	the	vocals,	
helping	to	smooth	the	transition	between	the	sections.	These	two	spheres	conclude	
the	second	jam.	They	progressively	reduce	the	complexity	and	musical	density	so	
that	the	beginning	of	verse	2	sounds	natural	and	expected.	The	reprise	of	the	‘train	
horn’	bends	reminds	the	listener	of	the	themes	contained	within	the	piece,	and	the	
call	and	response	between	band	members	roots	this	section	in	blues	traditions.		
	
I	did	not	observe	in	this	analysis	the	simple	introduction	of	a	single	new	idea	acting	
as	a	trigger	to	move	on;	instead	the	bass	riff	appears	to	be	played	continually,	
providing	an	opportunity	for	change	to	take	place,	which	may	take	some	time	for	all	
the	members	to	pick	up	on	the	signal	and	to	join	in	initiating	the	transition.	After	the	
bass	riff	is	played,	change	would	most	commonly	be	initiated	by	Garcia	through	the	
suggestion	of	a	new	idea,	but	again	this	was	not	always	picked	up	on	straightaway,	
and	it	would	often	take	some	time	for	all	members	to	come	together.	Therefore,	it	
would	appear	that	two	triggers	were	required	for	a	change	in	improvisational	
direction,	the	repetition	of	the	bass	riff,	and	a	new	idea	suggested	by	one	band	
member.	The	transitions	are	summarized	in	Figure	3.11,	which	diagrammatically	
shows	the	lengths	of	transitions	and	how	they	became	shorter	and	smoother	as	the	
jam	progressed.	In	their	earlier	jams	this	tension	in	their	transitions	can	feel	glacial	
as	they	are	constructed	through	a	kind	of	‘democratic	chaos’,	which	is	in	keeping	
with	the	rest	of	their	philosophy.	Later	generation	bands	such	as	Phish	and	
Umphrey’s	Mcgee,	spend	more	time	consciously	working	on	and	smoothing	out	such	
changes	and	can	therefore	make	these	transitions	more	quickly	and	effectively.	
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However,	this	also	raises	the	question	of	whether	this	causes	their	music	to	loses	its	
organic	feel	and	spontaneity.	
	
Figure	3.11:	Movement	between	jamming	spheres.	Each	box	represents	four	bars.	
	
3.3.4:	Development	and	re-use	of	musical	material		
During	jam	2	the	Dead	developed	and	made	repeated	use	of	several	main	ideas,	see	
Figure	3.6	earlier.	Repeated	notes,	call	and	response	note	bending	and	scalic	runs	
were	amongst	the	most	important	recurring	ideas.	This	is	first	seen	in	jam	2a	where	
Garcia	introduces	a	repeated	note	pattern	(7’55’’)	which	is	answered	by	Lesh	on	the	
bass	with	a	repeated	hammer-on	note	from	A	to	B	(implying	the	second	inversion	of	
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the	tonic	chord),	which	is	built	upon	by	McKernan	on	the	organ,	where	a	three-note,	
one-bar	riff	is	created	utilizing	rhythmic	displacement	to	create	interest,	where	
repeated	note	patterns	are	passed	on	from	player	to	player	as	shown	by	the	
brackets	in	the	diagram,	see	Figure	3.12.	These	riffs	are	connected	through	their	use	
of	the	notes	from	the	E7	chord	and	E	minor	pentatonic	scale.	McKernan	goes	on	at	
8’16’’	to	use	Garcia’s	repeated	note	pattern	from	7’36’’.	
	
Figure	3.12:	Repeated	note	pattern	passed	on	from	player	to	player	as	shown	by	the	
brackets	(7’54’’)	
	
	
At	8’22’’	McKernan	starts	a	‘call’	with	an	organ	scalic	run	consisting	of	a	pair	of	
distinct	two-bar	phrases.	This	is	answered	by	Garcia,	who	plays	a	six-bar	phrase	as	
the	response,	making	heavy	use	of	repeated	notes	and	microtonal	bending	over	
three	crotchet	beats.	His	response	fits	with	the	E	minor	pentatonic,	making	a	feature	
of	the	dominant	note	of	B.	McKernan’s	initial	call	is	more	chromatic	but	still	
consistent	with	this	scale,	and	mainly	acts	to	make	the	melody’s	harmony	more	
sliding	(Hicks,	2000,	67).	In	the	same	year	as	this	recording,	Pink	Floyd	and	
Kbd.	
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Strawberry	Alarm	Clock	were	experimenting	with	similar	techniques	in	‘Astronomy	
Domine’	and	‘Incense	and	Peppermints’.	This	was	also	used	by	Jefferson	Airplane	in	
1968,	where	they	used	an	oscillation	between	I	and	♭II	(Neapolitan	sixth)	in	‘House	
at	Pooneil	Corners’	from	the	album	Crown	of	Creation.	The	Dead	would	have	been	
aware	of	the	psychedelic	rock	concepts	popular	at	the	time,	and	I	suggest	that	these	
chromatic	passing	notes	were	both	a	nod	to	the	popular	themes	of	the	time,	and	an	
experimentation	into	how	the	ideas	could	have	a	place	within	their	music.			
	
One	way	that	Garcia	would	vary	the	repeated	note	pattern	was	through	the	use	of	
microtonal	bending.	Making	use	of	this	technique	provides	a	blues	inflection	and	
reflects	its	concept	for	the	piece	of	a	train’s	journey	as	the	dual	note	bends	sound	
like	a	horn.	This	also	became	an	important	feature	within	psychedelia,	where	the	
guitar	was	the	instrument	associated	with	this	technique,	either	through	string	
bending	or	use	of	a	whammy	bar,	with	the	intention	of	representing	LSD’s	
dynamization,	the	perceived	melting	and	blurring	of	objects	(Leary,	1966	and	Smith,	
1967).	
	
Jam	2b	is	characterized	by	the	introduction	of	two	new	themes,	the	four	repeated	
notes	and	the	extended	repeated	note	microtonal	bending,	as	well	as	the	increase	in	
distorted	musical	density.	Previous	ideas	are	re-used,	such	as	the	two-note	bends	
and	scalic	runs,	which	create	familiarity	whilst	the	new	ideas	are	introduced.	
McKernan	is	mostly	absent	during	this	section,	filling	in	only	occasional	notes	to	
bolster	the	harmony.	The	drawing	upon	of	blues	ideas	is	clear,	with	call	and	response	
sections	and	imitative	bends.	However,	influences	are	also	apparent	from	outside	of	
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the	blues,	including	the	‘Avant-garde’,	psychedelic	and	the	Eastern	sounding	
Phrygian	mode.	The	influence	of	raga	is	less	obvious,	but	underpins	the	jam	through	
the	repetition	of	the	bass	riffs.		Garcia	uses	a	two-bar	scalic	run	to	build	up	towards	
the	section’s	main	feature,	the	climax	of	fast	repeated	bent	note	microtones	at	
9’33’’,	see	Figure	3.13.	In	this	build	up	Weir	uses	rhythmic	strumming	to	swap	
between	the	E	major	chord	on	the	seventh	fret,	to	a	version	of	it	with	the	flattened	
seventh,	with	an	added	ninth	and	fourth,	creating	tension.		
	
Over	the	next	seventeen	bars,	the	solo	alternates	between	two	previously	
established	themes	of	the	repeated	bent	note	microtones	and	the	call	and	response	
two-note	bends	first	seen	in	jamming	sphere	2a.	Both	guitars	make	repeated	use	of	
the	flattened	seventh.	The	overall	effect	creates	a	fusion	of	styles,	with	the	initial	
repeated	note	bends	bearing	similarities	to	the	repeated	units	often	heard	in	‘Avant-
garde’	compositions,	whereas	the	dual	bends	with	call	and	response	follow	a	blues	
tradition,	see	figure	3.14.	A	stylistic	feature	that	was	to	become	a	defining	aspect	of	
the	Dead’s	music	was	the	assimilation	of	different	musical	styles,	and	this	is	clearly	
demonstrated	here.	
	
Figure	3.13:	Build	up	towards	Garcia’s	repeated	microtonal	bends	(9’20’’)	
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Figure	3.14:	Call	and	response	between	guitars,	and	implementation	of	previous	
ideas	(9’37’’)	
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From	10’39’’	in	jam	2c,	Weir	introduces	rhythmic	strumming	patterns	around	the	E	
flattened	seventh	chord,	and	Lesh	adds	hammer-on	notes,	not	seen	since	jam	2a.	
Garcia	starts	with	a	descending	scalic	run	based	on	the	E	minor	pentatonic,	leading	
into	longer	phrase	‘noodling’	using	triplets.	This	is	the	first	completely	new	thematic	
idea	to	be	introduced,	which	is	then	featured	throughout	the	rest	of	this	jamming	
sphere,	see	figure	3.15.	Lesh	keeps	this	new	material	grounded	by	reinstating	three	
bars	of	a	variant	of	the	opening	bass	riff	followed	by	the	original	riff	in	full	for	four	
bars,	allowing	Garcia	to	build	up	the	tension	until	the	repeated	bent	notes	are	
Kbd.	
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reintroduced,	first	on	A	and	then	using	microtones	around	B.	It	is	under	his	lead	that	
Weir	provides	an	alternative	pattern	using	G	natural,	F	sharp	and	E,	before	using	a	
chromatic	progression	to	the	E	major	chord,	just	as	Lesh	reinforces	the	root	note	E.		
	
Figure	3.15:	Garcia’s	use	of	triplets	(10’39’’)	
	
	
McKernan	reintroduces	the	organ	at	10’59’’,	with	a	stabbing	staccato	repeated	G	
natural	reminiscent	of	Garcia’s	earlier	repeated	notes.	Throughout	this	section	Lesh	
plays	a	chromatic	walking	bass	alongside	Weir’s	rhythm	and	Garcia’s	‘noodling’,	
which	continues	until	11’07’’.		
	
The	density	and	speed	of	the	music	in	this	sphere	creates	an	intensity	and	feeling	of	
disorder	and	tension	evocative	of	a	speeding	train.	Analysis	indicates	that	this	sense	
of	chaos	and	disorder	is	deceptive	in	that	this	is	actually	the	least	experimental	
improvisatory	section	so	far	in	the	track	in	terms	of	the	introduction	of	material,	
with	new	themes	appearing	only	late	in	the	sphere.	Whilst	this	may	be	the	case,	the	
distortion	and	chaos	have	acted	within	the	parameters	of	psychedelic	rock	creating	a	
sense	of	depersonalization.	To	the	listener	at	the	event,	I	would	postulate	that	this	
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would	have	fostered	a	significant	sense	of	embodiment,	and	a	possible	change	in	
direction	of	any	potential	drug	trip.	Whilst	this	is	speculative,	it	would	fit	with	the	
countercultural	scene	and	I	suspect	that	the	effect	when	presented	live	at	the	event	
would	have	been	more	striking	than	can	be	determined	given	the	limitations	of	a	
sound	recording.	This	reflects	the	importance	of	interpreting	the	Dead	as	live	music.	
Unfortunately,	no	information	is	available	as	to	how	the	mix	was	presented	within	
the	soundbox,	as	the	Dead	were	known	in	the	late	1960s	to	attempt	to	shift	and	
displace	instruments’	sounds	around	the	venues	they	played	in,	particularly	in	the	
Fillmore	East	and	West,	and	such	information	cannot	be	discerned	from	a	two-track	
recording	(Lesh,	2005).		
	
Section	2f	calms	down	greatly	compared	to	the	previous	five	spheres,	placing	itself	
within	the	stability	section	of	Boone’s	proposed	Mandala,	and	it	is	driven	primarily	
by	the	bass,	creating	the	feel	of	a	lack	of	melody.	Weir	essentially	provides	chords	to	
ground	the	E	major	harmony,	allowing	the	bass	guitar	greater	movement.	Garcia’s	
playing	is	more	chromatic,	and	provides	fills	around	the	bass	melody,	often	
oscillating	between	two	notes.	Although	repeated	notes	and	microtonal	bending	are	
still	present,	they	are	more	subdued	and	further	back	within	the	soundbox.	The	
guitars	are	much	quieter	and	their	role	within	the	sphere	seems	to	be	limited	to	
maintaining	the	established	harmony.	
	
The	bass	returns	to	one	of	the	previously	used	variations	on	the	main	riff	at	13’24’’,	
having	spent	some	time	introducing	elements	of	it	and	gradually	building	towards	a	
full	version,	see	Figure	3.16.	The	bass	guitar’s	phrases	are	strictly	contained	within	
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one	bar,	frequently	presenting	one	of	the	notes	from	the	E	major	triad,	or	a	part	of	a	
previously	established	riff.	
	
Figure	3.16:	Lesh	building	towards	the	re-introduction	of	a	principal	motif	(13’24’’)	
	
	
It	is	apparent	that	the	Dead	utilize	repeated	notes,	bending/microtonal	bending,	
hammer-on	notes,	scalic	runs	and	the	use	of	the	flattened	seventh	frequently	
throughout	this	improvisation.	Call	and	response	has	been	commonly	heard	in	most	
of	the	spheres,	along	with	periods	of	‘directionless	noodling’.	Chromatic	runs	within	
the	noodling	have	been	frequent,	and	were	most	present	with	Garcia’s	guitar	
melodies.	These	techniques	go	beyond	the	confines	of	‘Caution’	and	can	be	found	
throughout	their	repertoire,	and	examples	of	this	will	be	seen	in	later	case	studies.	
	
I	believe	that	the	Grateful	Dead	have	created	a	‘library’	of	characteristic	riffs	and	
ideas	that	are	utilized	throughout	this	improvisation.	Many	variations	upon	these	
basic	building	blocks	are	performed,	but	they	essentially	provide	the	improvising	
musician	with	a	starting	point	to	work	around.	Decisions	are	invariably	made	quickly	
and	having	a	selection	of	concepts	which	will	work	together,	does	enable	a	train	of	
thought	to	be	started	without	risking	an	unpleasant	or	unwanted	sound.	Repetition	
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of	an	idea	can	sound	very	different	in	a	different	context,	and	the	re-use	of	ideas	
should	not	be	assumed	to	create	repetitive	music.	Instead	it	enables	band	members	
to	align	themselves	around	themes	and	to	exchange	ideas	within	a	poly-instrumental	
jam	without	a	defined	lead	improviser.	
	
3.3.5:	Transfer	of	material	between	band	members	
It	becomes	evident	throughout	the	jam	that	ideas	are	passed	between	all	of	the	
band	members.	These	tend	to	be	short	motifs,	which	are	varied	by	rhythmic	
displacement	or	changes	in	timbre	(see	above	Figures	3.9	and	3.11).	Their	short	
length	makes	them	easy	to	transfer	between	band	members	and	allows	for	easy	
modification.	When	interviewed	about	his	improvisational	approach,	Garcia	has	
been	quoted	as	saying	that	he	tends	to	think	in	short	phrases	of	even	numbers	of	
bars,	which	he	would	spend	time	developing	further	if	he	liked	them.	He	felt	
symmetry	was	important,	and	needed	to	be	adjusted	continually	to	allow	for	the	
interjection	of	material	from	other	band	members	(McNally,	2015,	146-149).	This	
jam	supports	his	assertion.		
	
Many	lead	guitarists	in	psychedelic	bands	would	improvise	in	a	chain	link	fashion	
with	significant	repetition	leading	to	non-directional	solos	and	the	impression	of	
‘vertical	time’,	where	change	and	anticipation	were	minimal	(Kramer,	1988).	The	
overall	feel	of	this	jam	contrasts	with	this	approach,	as	it	is	intended	to	evoke	the	
imagery	of	a	moving	train,	and	in	this	way,	differs	from	other	psychedelic	bands	of	
the	time.	It	was	however	a	long	poly-instrumental	jam	even	for	psychedelic	rock,	but	
the	influence	of	psychedelia	should	not	be	overlooked.	It	was	during	this	period	that	
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the	‘rules’	defining	psychedelic	music	were	being	created,	leading	to	the	‘chicken	
and	egg’	scenario	of	who	influenced	whom.		
	
This	jam	conforms	to	Malvinni’s	model	of	type	1	improvisation,	and	my	own	criteria	
for	layer	3	of	the	Dead’s	playing	strategy.	The	observed	reductions	in	the	vertical	
harmony	(E	major/E7),	short	phrases	passed	between	band	members	with	a	stable	
bass	line	and	drum	poly-rhythm,	common	to	the	whole	piece,	establishes	a	
framework	for	the	jam.	It	is	evident	that	this	is	not	an	unstructured	ramble,	but	an	
organized	approach	to	a	large	improvisation.	Although	I	have	not	demonstrated	this	
through	musical	examples	in	the	above	discussion,	some	of	the	ideas	and	themes	
introduced	during	jam	2	had	already	appeared	during	the	first	jam.	This	
improvisation	is	therefore	not	completely	independent	from	the	preceding	material,	
but	sought	to	develop	it.	Despite	the	prior	assumptions	of	directionless	guitar	
noodling,	it	is	evident	within	the	first	sphere	(jam	2a)	that	the	seemingly	throwaway	
riffs	are	not	necessarily	discarded,	but	are	re-used	and	developed.	
	
The	classic	blues	call	and	response	between	instrumentalists	is	evident	throughout	
jam	2c	and	shows	one	of	the	ways	of	transferring	material	between	band	members.	
An	example	of	this	can	be	seen	in	jam	2c	at	10’19’’-10’39’’	with	a	call	and	response	
between	Garcia	and	McKernan	based	around	the	flattened	seventh,	a	recognized	
‘blues	note’,	see	Figure	3.17.		
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The	bass	grounds	the	tonic	note	for	large	parts	of	this	sphere,	with	parallels	to	the	
drone	note	of	a	raga.	Complexity	builds	throughout	the	section,	again	mirroring	raga.	
It	could	be	described	as	a	fusion	of	both	styles,	perhaps	creating	the	raga-blues.		
	
Figure	3.17:	Call	and	response	between	Garcia	and	McKernan	(10’19’’)	
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There	are	examples	within	this	improvisation	of	the	band	members	pursuing	
independent	melodies.	This	is	evident	in	jam	2c,	from	9’59’’	where	there	are	three	
independent	melodies	running	between	Garcia,	Weir	and	Lesh.	These	are	all	phrases	
of	just	a	single	bar,	with	the	guitars	alternating	with	each	other,	and	Lesh	gradually	
re-establishing	the	bass	riff	a	couple	of	notes	at	a	time,	interspersed	with	rhythmic	
variations	on	the	tonic	note	E,	see	Figure	3.18.	After	this	point,	the	call	and	response	
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from	the	previous	spheres	re-appears,	this	time	returning	to	the	jam	2a	pattern	with	
McKernan	answering	Garcia’s	two-note	bends	with	a	short	motif	around	E.	The	
distinctive	sound	of	the	Hammond	Organ	provides	a	notable	change	to	the	timbre	
whenever	it	is	added.	Eight	of	these	fourteen	bars	contained	the	main	bass	riff	or	a	
variation	on	it,	with	the	remaining	bars	used	to	repeat	the	tonic	note	E,	or	to	create	
a	more	typical	walking	bass	line,	see	Figure	3.18.	
	
Figure	3.18:	Independent	melodies	in	action	
	
	
When	all	four	instruments	are	improvising	a	separate	melody	line,	there	is	less	of	an	
exchange	of	ideas	between	band	members,	relying	instead	on	one	another	to	re-
interpret	previously	introduced	concepts.	During	such	passages,	the	bass	provides	a	
stable	anchor,	and	keeps	the	listener	oriented	towards	the	central	theme	and	
direction	of	the	piece.		
	
Jam	2c	demonstrates	an	important	concept	within	Grateful	Dead	improvisation	of	
creating	a	singular	musical	event.	It	is	the	point	in	the	improvisation	where	it	is	
neither	the	beginning	nor	the	end,	but	effectively	a	high	point	for	the	jam	as	a	
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whole,	and	in	this	way,	it	could	be	argued	that	it	conforms	to	Kaler’s	concept	on	a	
broader	scale.	Kaler	had	suggested	that	the	band	would	progress	from	‘playing	the	
song	to	just	playing’	at	which	point	they	were	‘in	the	soup’,	an	undulating	loosely	
unified	space	filled	by	different	voices	of	the	various	members	(Meriwether,	2012,	
75).	This	is	evident	when	three	to	four	separate	melodies	were	playing	at	any	one	
time.		
	
The	band	members	all	adopt	traditional	instrumental	roles	throughout	this	
improvisation,	with	the	drums	maintaining	their	poly-rhythmic	pattern	and	
remaining	towards	the	back	of	the	sound	box	(Moore,	2012).	Whilst	leadership	often	
appears	to	come	from	Garcia,	this	is	loosely	defined,	and	it	is	the	free	interchange	of	
ideas,	which	become	apparent	from	this	analysis.		
	
3.3.6:	Harmonic	characterization	and	timbre	
In	jam	2a	the	discordant	feedback	and	improvised	vocals	create	a	discordant	and	
edgy	feel,	although	the	actual	improvised	melodies	are	tonal	despite	the	distortion	
applied	and	are	held	mainly	within	the	E	minor	pentatonic.	Nonetheless,	chromatic	
runs	are	also	observed	and	the	introduction	of	additional	passing	notes	hints	at	
other	modes.	This	juxtaposition	of	styles	can	be	considered	a	defining	feature	of	
jambands	(Connors,	2013),	and	it	is	therefore	unsurprising	that	this	idiom	feels	
uniquely	‘Dead’,	and	marks	the	movement	towards	their	individual	sound	as	a	band.	
This	concept	continues	into	jam	2b,	which	opens	with	Garcia	repeating	a	scalic	run	at	
9’07’’,	which	ends	on	a	bent	note,	this	time	extended	by	a	further	four	semiquavers.	
During	these	‘noodles’	a	feature	is	made	of	the	flattened	sevenths,	which	are	circled	
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in	red	in	figure	3.19.	Garcia’s	repeated	tendency	for	using	the	flattened	seventh	
note/chord	was	identified	by	Malvinni	as	one	of	his	typical	trademarks,	as	well	as	a	
characteristic	feature	of	the	blues	scale	and	Mixolydian	mode,	used	frequently	by	
the	Dead	(Malvinni,	2013).	During	such	episodes,	there	are	effectively	three	
independent	melody	lines	in	motion,	with	Weir	introducing	a	bass	note/three-note	
chord/bass	note	pattern	ending	with	a	melodic	flourish,	which	is	varied	when	
repeated.	Lesh	establishes	the	tonic	note	E	(underlined	in	the	diagram),	whilst	
creating	movement	through	scale-based	runs,	forming	a	musically	dense	section	
distinct	from	previous	passages,	see	Figure	3.19.	It	is	the	increased	activity	within	
these	multiple	melodic	lines	that	implies	a	further	increase	of	tempo,	although	it	is	
evident	from	the	rhythm	that	in	reality	the	speed	has	only	increased	a	little.	
	
Figure	3.19:	Three	independent	melody	lines	and	use	of	the	flattened	seventh	note.	
	
	
The	E	minor	pentatonic	scale	still	dominates,	although	there	are	ambiguous	modal	
inflections,	including	the	occasional	passage	of	the	E	Phrygian	dominant,	with	the	
introduction	of	the	F	natural,	one	of	the	mode’s	characteristic	notes	(the	flattened	
second	and	the	flattened	seventh).	Once	again	ideas	are	passed	between	band	
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members,	although	the	bulk	of	the	new	material	appears	to	be	coming	from	Garcia.	
The	use	of	modes	later	became	very	important	to	the	Grateful	Dead,	and	I	suspect	
that	what	is	observed	here	could	be	considered	as	an	example	of	their	early	
experimentation	with	them.	The	pentatonic	and	blues	scales	are	deeply	connected	
to	blues	playing	and	the	Dead	would	have	been	very	confident	in	their	use	for	
improvisation,	but	mixing	modal	improvisation	into	this	familiar	territory	opened	up	
new	palettes	of	sound	for	them	to	explore.	This	will	be	discussed	further	in	Chapter	
4.	
	
The	use	of	distortion	and	increasing	musical	density	to	create	an	intense,	chaotic	
sound	has	a	clear	analogue	in	Boone’s	Mandala	theory,	with	a	shift	from	tension	
towards	chaos.	Boone	had	suggested	that	when	he	applied	this	model	to	‘Dark	Star’	
the	v	chord	was	associated	with	this	kind	of	shift	(Boone,	2010,	85-106).	Whilst	the	
overall	harmony	of	‘Caution’	has	not	changed	here,	Garcia’s	focus	on	the	flattened	
seventh	implies	♭VII,	which	is	often	substituted	for	the	V	chord.	
	
Jam	2c	is	less	exploratory	and	serves	to	develop	ideas	introduced	in	the	previous	two	
spheres.	It	is	fast	moving	and	similar	in	musical	density	to	jam	2b.	The	bass	shows	
less	movement	away	from	the	main	riff,	offering	only	small	variations.	It	is	notable	
how	Garcia	continues	to	repeat	notes,	but	now	without	the	bends	(evident	at	
10’02’’),	easing	in	this	new	strategy	with	a	bar	of	the	familiar	microtonal	variation,	
see	Figure	3.20.	These	bars	further	highlight	the	flattened	seventh,	or	D	natural,	
which	creates	ambiguity,	being	a	feature	of	the	Dorian	and	Mixolydian	modes,	
although	the	bass	keeps	the	harmony	rooted	in	E	major,	and	does	not	deviate	from	
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the	drone.	Weir	adds	small	flourishes	generally	including	B,	which	with	the	bass’s	
use	of	E	implies	the	first	and	fifth	note	of	the	E	major	seventh	chord,	rather	than	
branching	out	into	modality	within	the	jam.	During	jams	based	around	a	single	
chord,	color	and	interest	by	necessity	arise	from	the	use	of	chromaticism	and	
passing	notes,	which	can	suggest	many	possible	secondary	harmonies.	As	previously	
discussed,	tonal	ambiguity	is	characteristic	of	the	Dead,	and	this	section	illustrates	
how	poly-instrumental	jams	can	suggest	many	harmonic	possibilities;	it	is	the	overall	
effect	that	has	to	be	considered	which	I	feel	is	firmly	rooted	within	the	E	major/E7	
harmony.	Perhaps	it	is	this	rich	tapestry	of	notes	and	the	fleeting	glances	of	possible	
chords	which	disappear	as	quickly	as	they	form	that	resonate	so	well	with	the	
suggestible	mind	of	the	potentially	‘tripping	state’	of	the	‘Deadhead’	(Fadiman,	2011,	
14-27).	These	non-directional	suggestions	may	be	interpreted	as	less	manipulative	or	
problematic	than	a	clear	harmonic	progression.	While	this	is	ultimately	conjecture,	it	
is	accepted	that	auditory	hallucinations	with	LSD	are	rare	and	therefore	music	may	
play	a	role	in	providing	stability	during	a	trip	(Rang,	Dale	and	Ritter,	1998).		
	
Within	the	psychedelic	scene,	it	was	felt	that	LSD	fostered	polytonality,	and	Paul	
Kantner	of	Jefferson	Airplane	suggested	that	it	is	‘not	really	conductive	to	acting	
functionally	together	with	other	people	in	the	right	key…	because	people	just	
wander	off	in	other	keys’	(Hicks,	2000,	69).	Some	psychedelic	players	‘dynamized’	
harmony	with	dysfunctional	root	motion,	or	used	chromatic	mediants,	gravitating	
between	two	tonal	centers	which	is	in	keeping	with	what	is	observed	here.	
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Figure	3.20:	Rapid	repeating	notes	by	Garcia	(10’04’’)
	
	
	
Jam	2d	offers	a	lower	level	of	distortion,	and	the	organ	drops	out	completely,	in	a	
short	but	smooth	transfer	into	the	new	sphere.	This	gives	the	section	a	more	‘open’	
feel,	although	it	is	still	very	fast,	and	the	intensity	of	pace	is	not	lost.	In	terms	of	
Boone’s	Mandala	model	the	emphasis	switches	from	tension	towards	stability	
(Boone,	2010).	The	bass	develops	into	more	complex	phrases,	providing	the	majority	
of	the	forward	movement,	whilst	the	guitars	add	rhythmic	patterns.	It	frequently	
refers	back	to	variations	of	the	original	bass	riff,	but	also	provides	smaller,	two-	or	
three-note	‘quotes’	that	call	the	theme	back	to	mind.	The	overall	harmony	remains	
Kbd.	
(McKernan)	
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in	E	minor	pentatonic,	with	small	E	major	pentatonic	inflections.	The	most	important	
deviation	from	the	continued	E	major	harmony	is	found	within	Weir’s	strummed	
chords	at	11’30’’,	where	he	implies	a	move	to	the	dominant	(B	minor)	chord,	the	
subdominant	(A	major)	chord	and	the	flattened	seventh	(D	major)	chord,	see	Figure	
3.21.	These	are	more	in	the	manner	of	inflections	than	a	definite	change,	and	
represent	a	chordal	melody	line	rather	than	a	change	to	the	harmonic	progression.	
	
Figure	3.21:	Weir’s	movement	away	from	the	established	one-chord	harmony	
	
	
I	would	suggest	that	this	is	an	implied	progression	rather	than	a	direct	one,	due	to	
the	way	that	Weir	frets	the	chords.	Although	Weir	voices	it	as	B	minor	in	the	second	
inversion,	an	unstable	chord,	it	is	not	heard	in	isolation	as	Lesh	has	the	root.	It	could	
be	viewed	as	an	E	chord	with	a	flattened	seventh	and	an	added	ninth,	additions	
often	seen	within	jazz;	these	became	more	prevalent	once	Godchaux	joined	the	
band	on	piano.	Throughout	this	jam	the	flattened	seventh	has	been	used	
extensively,	adding	weight	to	this	suggestion.	The	A	major	chord	is	again	voiced	in	
second	inversion,	placing	it	on	the	E	with	the	C	sharp	acting	as	an	added	thirteenth.	
The	D	major	could	also	be	seen	as	an	E7	without	the	root	note.	The	bass	however	
contradicts	this	and	presents	the	notes	B	and	A	and	it	is	this	paradox	that	creates	the	
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ambiguity	of	the	bars	in	question,	especially	as	the	B	is	contained	within	the	tonic	
triad.	The	section	also	acts	more	like	a	lead	line	as	well,	so	it	could	be	viewed	more	
as	being	in	keeping	with	a	pentatonic	scale	melody,	except	with	more	than	one	note.	
It	was	noted	by	Malvinni	that	the	Dead	would	regularly	use	non-functional	harmonic	
progressions	and	would	include	many	unstable	chords	such	as	second	inversions	
(Malvinni,	2013).	Within	psychedelic	music	some	artists	dynamized	their	harmony	
through	chromatic	passing	chords	and	such	harmony	appeared	to	slide	(Hicks,	2000).	
This	was	also	a	technique	seen	in	jazz	called	side	slipping,	and	can	be	found	
extensively	within	modern	heavy	metal.	Chromatic	mediants	had	earlier	appeared	
within	garage	rock,	but	psychedelic	musicians	removed	the	chords	from	their	
diatonic	or	pentatonic	base,	as	heard	within	Iron	Butterfly’s	‘In-A-Gadda-Da-Vidda’	
(1968)	(Lewis,	1984,	4-5).	
	
Weir	takes	the	lead	again	at	11’48’’,	where	he	develops	a	short	riff	based	around	the	
D	natural,	which	reinforces	a	reinstatement	of	the	E7,	and	a	move	back	to	the	
original	harmony,	see	Figure	3.22.	
	
Figure	3.22:	Weirs	use	of	chords	to	create	a	melody	line	
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This	is	a	slightly	shorter	section	which	moves	away	from	the	intensity	of	the	previous	
sphere,	allowing	the	complexity	of	the	bass	line	to	develop	whilst	still	maintaining	
the	overall	momentum	and	feel	of	the	piece.	The	reprise	of	now	familiar	themes	
grounds	the	listener	to	the	material,	somewhat	similar	to	the	‘Dark	Star	progression’	
(DSP)	marking	the	parameters	of	‘Dark	Star’	(Boone,	1994).	It	is	important	for	a	jam	
of	this	size	to	continually	remind	the	listener	that	they	are	still	within	the	same	
piece,	and	I	think	that	this	is	achieved	in	this	section.	The	reuse	of	material	acts	as	
thematic	signposts,	which	is	consistent	with	my	layer	3	structure	for	improvisation.	
The	return	to	stability	fits	with	Boone’s	Mandala	approach,	and	he	suggested	that	
this	generally	occurred	when	improvisation	was	around	the	tonic	chord,	whereas	
this	section	exhibits	some	harmonic	ambiguity,	although	as	discussed	this	is	likely	to	
be	simply	a	melodic	variant	rather	than	a	true	change.	
	
During	the	opening	five	bars	of	jam	2e	Garcia	continues	to	use	short	phrases,	scalic	
runs	based	around	the	E	minor	pentatonic,	whilst	Weir	continues	by	developing	his	
crotchet-based	strums	into	quavers,	with	palm	muted	sections	to	create	a	more	
complex	rhythm,	which	does	not	alter	the	static	harmony	but	instead	alters	the	
timbre.	This	is	held	in	place	by	Lesh,	who	continually	repeats	the	root	note	and	keeps	
referring	back	to	sections	of	the	main	bass	riff.	This	moves	into	a	gradual	re-
introduction	of	repeated	and	bent	notes	by	Garcia	for	five	bars,	heralded	by	a	two-
bar	introduction	of	stabbing,	E	major	notes	from	the	organ.	During	this	repetition,	an	
actual	change	from	the	E	major	chord	can	be	heard	within	Weir’s	rhythm	playing,	
introducing	a	passing	D	major	chord	(with	a	flattened	seventh),	along	with	several	
chromatic	passing	chords.	This	D	major	chord	is	the	leading	note	of	the	key	(even	
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though	it	is	flattened),	and	by	introducing	it	into	the	rhythm,	Weir	creates	a	sense	of	
tension	followed	by	resolution,	without	deviating	too	far	from	the	drone,	which	
could	provide	problems	for	the	improvisation	as	a	whole.	The	VII	chord	is	known	to	
provide	a	substitute	for	the	V	due	to	the	number	of	shared	notes,	making	the	change	
‘satisfying’.	The	overall	feeling	is	one	of	a	shift	from	stability	back	towards	tension,	
and	a	movement	towards	♭VII	would	be	consistent	with	this.	
	
At	12’44’’	Lesh	anchors	the	harmony	with	variations	of	the	bass	riff	and	Weir	
reinforces	this	with	the	E	major	chord,	allowing	Garcia	to	re-introduce	the	dual	bent	
note	theme	at	12’48’’,	creating	tension	through	both	distortion	and	discordance.	
This	is	almost	immediately	discarded	in	favor	of	a	bent	note	sequence,	juxtaposed	
with	Weir’s	fill	at	12’56’’.	Garcia’s	pattern	continually	ends	on	B,	the	dominant	note.	
Weir	also	alternates	with	the	B,	drawing	further	attention	to	this	marker.	It	has	been	
suggested	on	ActiveMelody.com,	and	the	guitar	technique	guides	from	the	Guitar	
Legendary	Licks	DVDs	that	this	way	of	‘unexpectedly’	ending	a	phrase	on	the	
dominant	note	rather	than	the	tonic	is	one	of	Garcia’s	many	playing	traits,	and	it	can	
also	be	found	throughout	this	jam,	see	Figure	3.23.	It	is	also	notable	from	my	earlier	
examination	of	‘Big	Boss	Man’,	reinforcing	this	theory	(Nate	LaPoint,	2004,	2007).	
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Figure	3.23:	Garcia’s	use	of	the	dominant	note	
	
	
3.3.7:	Drums	
The	overall	approach	to	drumming	has	already	been	discussed,	but	there	are	some	
specific	areas	of	interest	within	individual	jamming	spheres.	
	
Jam	2a	is	a	relatively	calm	section,	with	space	built	in-between	the	instrumental	
parts.	The	movement	is	provided	by	the	drums	polyrhythm	pattern	that	plays	
continually	throughout	the	jam,	with	one	drummer	emphasizing	the	4/4	time	
signature	with	the	snare	on	the	second	and	fourth	beat,	whilst	the	other	highlights	
the	start	of	each	dotted	crotchet	beat	in	12/8	time.	The	timing	throughout	this	
sphere	remains	relatively	constant	but	the	additional	‘noodling’	towards	the	end	
gives	the	impression	of	an	increased	tempo.		
	
In	jam	2b	the	drumming	remains	similar	throughout,	maintaining	the	juxtaposition	
of	4/4	and	12/8	metres	previously	established,	maintaining	a	strong	groove	with	the	
bass	line.	There	are	small	deviations	within	the	patterns,	notably	the	additional	
cymbals	within	the	4/4	part.	Throughout	the	section	the	drums	sit	a	long	way	back	
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within	the	mix,	and	are	in	places	almost	completely	hidden	behind	the	distorted	
guitar	sounds	of	Garcia,	making	the	pulse	less	easily	established	for	the	listener,	but	
nevertheless	evident	enough	to	make	clear	that	metre	had	not	been	abandoned	in	
favor	of	free	time	and	that	it	was	the	4/4	that	comes	across	as	dominant.	I	propose	
that	by	eclipsing	the	drum	beat,	Garcia	is	enforcing	the	connections	to	an	LSD	trip,	
creating	the	dechronicization	of	time	leading	to	dynamization,	where	aspects	of	the	
music	merge	and	create	a	melting	of	the	jam	(Hicks,	2000,	63-64).	This	is	emphasized	
through	the	heavy	distortion,	which	depersonalizes	the	experience,	drenching	the	
sound	and	dissolving	the	barrier	between	the	music	and	the	listener.	It	is	not	hard	to	
imagine	that	if	this	was	experienced	live	it	is	likely	that	the	listener	would	feel	the	
vibrations	through	their	body,	fostering	a	sense	of	embodiment.	
	
3.4:	Conclusions	
This	jam	has	identified	many	important	aspects	of	how	the	Grateful	Dead	improvise.	
It	is	evident	that	all	of	the	band	members	make	use	of	short	phrases,	which	are	
altered,	developed	and	reused	throughout	the	jam.	Band	members	pass	ideas	onto	
each	other,	and	the	jam	can	be	seen	as	a	collective	work	rather	than	as	individual	
solos	where	one	instrument	dominates	whilst	the	others	either	drop	out	or	play	a	
subservient	role.	In	this	way,	it	is	very	different	from	either	a	traditional	rock	or	jazz	
solo.	It	is	my	opinion	that	the	short	phrases	are	necessary	to	achieve	this,	and	that	
long	passages	where	a	single	person	develops	an	idea	over	many	bars	would	prevent	
this	kind	of	interchange.	I	believe	it	is	because	of	this	that	the	Dead	have	been	
criticized	for	what	has	been	perceived	as	directionless	‘noodling’,	although	this	is	an	
over-simplification:	I	have	demonstrated	through	this	case	study	that	structure	is	
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nonetheless	present,	and	that	ideas	are	developed	and	reused	throughout	the	jam,	
so	to	view	the	process	as	unstructured	and	directionless	misunderstands	the	nature	
of	the	improvisation.	In	a	jam	of	this	length	the	players	have	far	more	time	to	
develop	and	rework	the	concepts	and	to	the	casual	listener	accustomed	to	the	
three-minute	piece	and	short	solos,	this	can	be	misinterpreted,	and	the	bigger	
picture	or	plan	unseen.			
	
A	common	question	asked	in	musical	analysis	is	that	of	the	composer’s	influences	
and	intentions	at	any	given	moment	in	the	piece,	and	this	applies	as	much	to	popular	
music	as	it	does	to	classical	traditions.	Certainly,	if	the	works	of	progressive	rock	
composers	such	as	Pink	Floyd	or	later	compositions	from	the	Beatles	such	as	Sgt	
Pepper’s	Lonely	Hearts	Club	Band	were	being	considered	then	considerable	attention	
would	need	to	be	given	to	this.	However,	it	is	essential	to	appreciate	that	this	is	live	
improvised	music,	and	the	performers	have	literally	fractions	of	a	second	to	decide	
upon	which	direction	to	take.	The	process	should	therefore	be	interpreted	more	as	a	
living	organic	art	form,	an	exploratory	voyage	into	the	unknown,	where	the	
performer	does	not	know	the	end	point.	It	is	more	important	in	my	opinion	to	
understand	the	concepts	and	musical	influences	that	were	shaping	the	band’s	
thought	processes	at	the	time	of	performance,	than	focusing	on	each	individual	
decision,	and	to	look	for	recurring	themes	and	ideas.	It	is	evident	through	my	spider	
web	of	associations,	Figure	3.7,	that	the	Dead	discovered	a	vocabulary	of	musical	
ideas	which	they	reused.	Within	this,	many	new	sounds,	themes	and	directions	
would	be	investigated,	with	some	retained	for	later	use	and	others	discarded.	
Improvisation	is	fundamentally	different	from	studio	recording,	or	classical	
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composition	in	that	directions	that	are	abandoned	should	not	be	seen	so	much	as	
mistakes	but	as	ideas	that	did	not	become	adopted	at	that	point	in	time.	I	have	
therefore	consciously	avoided	speculation	on	the	motivations	and	drivers	behind	
individual	choices,	most	of	which	will	have	been	made	rapidly	and	possibly	whilst	
under	the	influence	of	LSD,	and	instead	extracted	what	I	consider	to	be	the	most	
important	identifiable	trends	within	the	Dead’s	improvisations.	Furthermore,	I	
cannot	stress	enough	the	importance	of	influences	including	Raga,	Free	jazz,	
experimental	Avant-garde,	Minimalism,	the	blues	and	psychedelia	which	could	easily	
be	dismissed	when	casually	listening,	but	were	fundamental	in	shaping	the	Dead’s	
overall	sound.					
	
The	Dead	appear	to	utilize	two	broad	musical	ideas;	scalic	runs	and	repeating	motifs.	
These	can	take	many	different	forms	reflective	of	the	developing	traits	within	the	
band’s	playing	style.	They	include:		
	
(1) Phrases	based	around	guitar	scale	shapes,	with	the	use	of	chromaticism	
(2) Use	of	repeated	notes,	bends	and	microtones	
(3) Long	jams	allowing	for	ideas	to	be	developed	
(4) Deliberately	not	climaxing	a	phrase	on	the	tonic	note,	and	instead	
focusing	on	the	dominant,	or	the	flattened	seventh,	avoiding	a	sense	of	
closure	and	possibly	blurring	the	scale	used	between	the	minor	
pentatonic	or	the	Mixolydian,	both	of	which	include	the	flattened	seventh		
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This	improvisation	is	not	predominantly	modal,	but	primarily	crystallizes	around	the	
E	minor	pentatonic	scale	with	short	and	passing	reflections	of	the	E	major	pentatonic	
and	the	E	Phrygian	dominant	mode.	The	Dead	started	within	blues	traditions	and	it	is	
therefore	unsurprising	that	during	these	early	improvisations	blues	scales	were	
predominantly	used.	Jam	2	matched	well	my	proposed	layer	3	theory	of	musical	
construction,	with	a	simplified	vertical	harmony	within	layer	1,	using	thematic	
signposts	such	as	reused	ideas	and	motifs	to	keep	the	listener	engaged	with	the	
material.	The	jams	also	show	layer	2	structural	improvisation	with	Lesh’s	continual	
adjustment	of	the	main	riff,	creating	many	versions	of	it	that	are	recognizable,	and	
as	seen	in	the	‘Big	Boss	Man’	case	study,	he	tends	to	have	2-3	versions	that	are	used	
most	frequently,	with	others	for	variation	and	climatic	sections.	
	
This	analysis	has	focused	on	the	second	jam.	However,	as	noted,	some	of	the	musical	
ideas	identified	were	previously	introduced	in	a	more	basic	form	during	jam	1.	This	
raises	the	possibility	that	the	improvised	sections	are	not	completely	independent	
but	should	be	seen	within	the	wider	context	of	the	whole	piece.	Again,	this	is	
different	from	the	improvised	solos	found	within	much	jazz	music	where	each	solo	is	
a	self-contained	showcase	for	the	individual	artist,	and	is	largely	independent	from	
previous	improvisations	and	linked	primarily	to	the	main	theme	of	the	piece.	I	
believe	that	this	represents	a	fundamental	aspect	of	the	Grateful	Dead’s	
improvisation,	where	the	driving	force	is	to	work	as	a	collective	entity	and	the	
improvisation	is	central	and	at	the	core	of	every	performance.		
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Kaler	noted	that	a	key	feature	of	Grateful	Dead	jams	was	that	any	of	the	band	
members	could	move	into	the	foreground	and	that	leadership	was	not	restricted	to	
any	given	member	(Meriwether,	2012,	72).	In	jazz	performances,	it	is	routine	that	
each	instrument	receives	a	solo,	so	this	in	itself	is	not	a	feature	unique	to	the	Dead.	
However,	the	dynamic	changes	in	leadership	occurring	within	the	same	jamming	
sphere,	sometimes	exchanging	rapidly	between	band	members	as	they	answer	or	
develop	each	other’s	ideas,	is	in	my	opinion	a	defining	feature	of	their	
improvisational	style.		
	
It	was	suggested	by	Kaler	that	jamming	sections	conclude	at	climatic	points	in	terms	
of	dynamics,	volume	or	frenzy.	Whilst	a	high	point	was	noted	within	this	jam,	this	
occurred	in	sections	2c	and	2d,	and	I	believe	that	the	process	of	closure	for	this	
version	was	more	protracted	than	Kaler	suggests,	although	it	must	be	remembered	
that	this	is	only	one	live	version	and	that	improvisation	could	well	have	undergone	
substantially	different	development	on	a	different	night.	Kaler’s	model	fitted	best	to	
the	individual	jamming	spheres,	rather	than	the	jam	as	a	whole,	where	each	
contained	its	own	identifiable	climax.	I	have	found	that	in	long	improvised	sections	
the	process	of	closure	is	not	simple,	and	that	by	gradually	moving	through	several	
spheres,	a	sense	of	satisfaction	is	achieved	whereby	progression	back	into	the	piece	
feels	natural	and	expected.	In	effect	the	listener	has	been	taken	on	a	journey	into	
the	unknown	and	then	led	back	towards	the	familiarity	of	‘home’	territory,	which	
could	have	parallels	to	the	drug	trip	experience.		
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This	analysis	of	‘Caution’	demonstrates	that	the	Dead	improvise	around	a	core	tonal	
center.	The	overall	feel	and	character	of	the	piece	is	constantly	referenced	
throughout	the	jam	in	keeping	with	the	early	Dead’s	improvisational	approach.	It	is	a	
piece	of	music	rooted	in	blues	traditions,	which	has	undergone	‘Deadification’,	
forming	a	new	psychedelic	entity,	with	influences	from	Raga	and	modal	jazz.	The	
introduction	of	polyrhythmic	drumming	and	a	limited	vertical	harmony	creates	both	
an	opportunity	for	improvisational	freedom	and	a	sound	which	was	to	dominate	
their	late	sixties	style.	The	dislocating	force	of	improvisation,	with	the	combination	
or	collage	of	musical	ideas	is	reflective	of	the	Avant-garde,	as	previously	noted	by	
Olsson.	This	montage	form	is	regarded	highly	by	composers	such	as	Charles	Ives,	and	
can	be	seen	to	apply	not	just	within	this	piece	but	the	concert	set	as	a	whole	(Olsson,	
2017).	This	highlights	the	importance	of	layer	1	upon	the	implementation	of	layer	3	
improvisation,	and	whilst	poly-instrumental	improvisation	facilitates	considerable	
freedom	of	expression	this	does	not	undermine	the	importance	of	the	underlying	
harmonic	structure	and	influences,	which	provide	the	roots	for	this	work.		
	
There	are	elements	within	this	version	of	‘Caution’	that	point	towards	the	
developing	concept	of	psychedelia.	It	is	evident	that	this	track	is	massively	extended	
through	improvisation,	which	was	to	become	a	hallmark	of	psychedelic	rock,	where	
it	is	referred	as	to	as	dechronicization	(Hicks,	2000,	64).	Psychedelic	groups	would	
typically	slow	down	the	tempo	as	well,	which	was	not	overtly	apparent	here.	I	would	
therefore	suggest	that	this	is	as	a	psychedelic	track	at	its	genesis,	an	early	example	of	
the	development	of	the	ideas	which	were	to	become	important	within	this	genre.	
Other	features	of	psychedelic	rock	found	within	this	piece	includes	microtonal	
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bending,	distorted	or	‘fuzz’	guitar	sounds,	use	of	the	Hammond	Organ	and	‘fostered	
dechronicization’,	with	evidence	of	repetition	and	a	lack	of	musical	goals	within	the	
improvised	sections.	The	Grateful	Dead’s	role	as	a	psychedelic	group	gradually	
became	more	apparent	through	1968	and	1969	and	this	is	therefore	a	significant	
area	for	discussion.	This	will	be	examined	in	detail	in	the	next	chapter	through	the	
analysis	of	the	1968	song	cycle	of	‘Dark	Star’	>	‘China	Cat	Sunflower’	>	‘The	Eleven’	>	
‘Turn	on	Your	Love	light’.	
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																																								Chapter	4	
	
																																														The	Grateful	Dead	music	is	a		
																																														holographic	experience.	Every	angle	
																																														that	you	look	at	it	from,	it’s	different.	
																																														And	it’s	unpredictable	
																																																																																								(Garcia,	1993)	
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Chapter	4:	The	Psychedelic	Jam	
4.1:	Overview	
Towards	the	end	of	the	1960s	the	Grateful	Dead’s	musical	experimentation	was	
leading	them	in	new	directions.	Whilst	their	earlier	works	had	a	central	blues	
influence,	this	had	begun	to	change	and	they	were	starting	to	emphasize	their	
growing	musical	independence.	Psychedelic	rock	was	becoming	popular	within	the	
counterculture,	and	this	was	evident	in	the	Dead’s	music	as	discussed	in	Chapter	3.	
Care	should	be	taken	in	suggesting	that	the	Dead	were	influenced	by	this	emerging	
style,	as	the	genre	emerged	from	within	San	Francisco’s	musical	community,	all	of	
whom	played	together	and	created	music	in	a	symbiotic	environment	where	the	
exchange	of	ideas	was	encouraged	and	nurtured,	and	the	Dead	played	a	part	in	
creating	psychedelia	as	much	as	being	influenced	by	it.	What	is	clear	however,	is	that	
aspects	of	psychedelia	were	an	important	component	within	the	Dead’s	musical	
sound,	with	Garica	himself	reportedly	insisting	that	all	music	was	psychedelic,	
although	he	may	well	have	been	referring	to	the	psychedelic	experiences	of	the	
listener.	
	
This	chapter	will	investigate	three	interconnected	developments	within	the	Grateful	
Dead’s	playing	during	this	period,	which	were	to	become	principal	characteristics	of	
their	future	sound:	the	use	of	song	cycles,	choice	of	modes	and	the	adoption	of	
Hunter’s	more	developed	and	poetic	lyrics.	Whilst	superficially	these	may	seem	to	be	
disconnected,	they	all	associate	with	the	concept	of	the	‘Drug	trip’,	which	is	central	
to	the	understanding	of	psychedelia	(Hicks,	2000).	This	is	described	in	detail	in	
Chapter	1,	but	it	is	necessary	to	understand	a	number	of	concepts	for	this	kind	of	
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music	to	make	sense.	The	development	of	this	music	is	very	closely	associated	with	
the	San	Francisco	counterculture,	and	the	intended	audience	would	potentially	have	
been	listening	from	the	perspective	of	either	being	on	drugs	while	the	music	was	
being	played,	or	having	had	previous	experience	of	a	trip.	London	was	also	a	hub	for	
the	parallel	development	of	psychedelia	which	developed	on	a	similar	timeline,	but	
interestingly	branched	in	different	directions,	with	London	developing	into	
progressive	rock	and	San	Francisco	into	jambands.	In	particular,	hallucinogenic	
agents	such	as	LSD	came	to	symbolize	the	movement	and	contextualize	the	music.	In	
this	chapter,	the	music	analysis	will	be	related	to	the	actions	of	these	drugs,	and	
interpreted	within	the	context	of	a	trip.	This	chapter	will	focus	on	the	examination	of	
the	process	of	moving	between	tracks	with	particular	attention	to	how	a	smooth	
change	of	key,	tempo	and	timbre	is	achieved	through	analysis	of	the	2/23/68	cycle	
‘Dark	Star’	>	‘China	Cat	Sunflower’	>	‘The	Eleven’	>	‘Turn	on	Your	Lovelight’.		
	
4.2:	Song	cycles	and	the	jamband	set	list	
The	use	of	the	term	‘song	cycle’	in	the	context	of	jambands	should	not	be	confused	
with	that	in	classical	music.	The	classical	concept	of	the	song	cycle	is	defined	in	
Grove	Music	Online	as	‘a	group,	or	cycle,	of	individually	complete	songs	designed	to	
be	performed	in	a	sequence	as	a	unit’	(Grove,	2017),	somewhat	more	relevant	to	a	
progressive	rock	concept	album	than	to	the	West	Coast	sound	of	the	Dead.	The	
jamband	version	of	a	song	cycle	still	consists	of	a	group	of	different	songs,	but	they	
are	not	separate	and	sequential,	but	instead	they	involve	the	merging	of	tracks	
together	by	the	process	of	what	I	will	term	‘song	morphing’	and	can	potentially	
consist	of	any	songs	from	the	band’s	repertoire,	although	in	practice	they	tend	to	be	
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selected	from	the	band’s	more	jam-based	experimental	works.	The	songs	involved	
within	the	Dead’s	song	cycles	also	vary,	and	were	not	always	played	in	the	same	
order	or	indeed	as	part	of	a	cycle	at	all.	There	were	however,	favored	combinations	
of	song	cycles,	which	recurred	many	times.	Figure	4.1	lists	some	of	these	more	
popular	sequences.		
	
Figure	4.1:	popularly	encountered	Grateful	Dead	song	cycles,	1965-1973	
Song	cycle	 Date	
Good	Morning	Little	Schoolgirl	>	You	Don’t	Love	Me	>	Good	Morning	Little	Schoolgirl	 4/22/66	
Viola	Lee	Blues	>	Teddy	Bear’s	Picnic	 4/24/66	
Cold	Rain	and	Snow	>	Good	Morning	Little	Schoolgirl	 7/16/66	
New	Minglewood	Blues	>	Sitting	on	Top	of	the	World	 7/16/66	
Cryptical	Envelopment	>	The	Other	One	>	Cryptical	Envelopment	 10/22/67	
Alligator	>	Caution	 11/11/67	
Clementine	>	New	Potato	Carboose	>	Borne	Cross-Eyed	>	Feedback	>	Spanish	Jam	>	
Caution	>	Dark	Star	
1/20/68	
Cryptical	Envelopment	>	The	Other	One	>	Cryptical	Envelopment	>	Clementine	>	New	
Potato	Caboose	>	Born	Cross-Eyed	>	Spanish	jam	
1/27/68	
Dark	Star	>	China	Cat	Sunflower	>	The	Eleven	>	Turn	on	Your	Lovelight	 1/27/68	
Dark	Star	>	St.	Stephen	>	The	Eleven	>	Death	Don’t	Have	No	Mercy	 10/12/68	
St	Stephen	>	Turn	on	Your	Lovelight	>	Death	Don’t	Have	No	Mercy	>	Dark	Star	>	
Cosmic	Charlie	>	Jam	>	Dark	Star	>	The	One	You	Love	>	Cryptical	Envelopment	>	The	
Other	One	>	Cryptical	Envelopment	>	Jam	>	The	Eleven	>	Death	Don’t	Have	No	Mercy	
>	Jam	
12/23/68	
Cryptical	Envelopment	>	Drums	>	The	Other	One	>	Cryptical	Envelopment	>	Dark	Star	
>	St.	Stephen	>	The	Eleven	>	Death	Don’t	Have	No	Mercy		
2/28/69	
Alligator	>	Drums	>	Alligator	>	Caution	>	Feedback	>	We	Bid	You	Goodnight	 2/28/69	
Cryptical	Envelopment	>	Drums	>	The	Other	One	>	High	Time	>	Casey	Jones		 7/4/69	
China	Cat	Sunflower	>	I	Know	You	Rider	 12/10/69	
New	Speedway	Boogie	>	Nobody’s	Jam	>	New	Speedway	Boogie	>	St.	Stephen	>	Not	
Fade	Away	>	Turn	on	Your	Lovelight	
5/14/70	
Truckin’	>	Not	Fade	Away	>	Going	Down	the	Road	Feeling	Bad	>	Not	Fade	Away	>	
Good	Lovin’	
11/8/70	
Alligator	>	Drums	>	Jam	>	The	Other	One	>	Attics	of	My	Life	>	The	Other	One	>	
Cryptical	Envelopment	>	Cosmic	Charlie	
7/10/70	
St.	Stephen	>	Not	Fade	Away	>	Good	Lovin’	 9/18/70	
Truckin’	>	Drums	>	The	Other	One	>	Warf	Rat	 4/12/71	
Dark	Star	>	St.	Stephen	>	Not	Fade	Away	>	Going	Down	the	Road	Feeling	Bad	>	Not	
Fade	Away	
4/28/71	
Playing	in	The	Band	>	Dark	Star	>	Bird	Song	 7/31/71	
Cryptical	Envelopment	>	Drums	>	the	Other	One	>	Cryptical	Envelopment	>	Deal	 10/22/71	
Dark	Star	>	Sugar	Magnolia	>	Good	Lovin’	>	Caution	>	Who	Do	You	Love	>	Caution	>	
Good	Lovin’	
4/14/72	
Truckin’	>	Drums	>	The	Other	One	>	Sing	Me	Back	Home	 5/16/72	
Truckin’	>	The	Other	One	>	Morning	Dew	 10/21/72	
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He’s	Gone	>	Truckin’	>	The	Other	One	>	Sing	Me	Back	Home		 12/12/72	
He’s	Gone	>	Truckin’	>	The	Other	One	>	Eyes	of	the	World	>	China	Doll	 2/19/73	
Promised	Land	>	Bertha	>	Greatest	Story	Ever	Told	 3/31/73	
Eyes	of	the	World	>	Stella	Blues	 6/10/73	
Playing	in	The	Band	>	Mississippi	Half-Step	Uptown	Toodeloo	>	Big	River	>	Playing	in	
The	Band	
10/21/73	
Playing	in	the	Band	>	Uncle	John’s	Band	>	Morning	Dew	>	Uncle	John’s	Band	>	Playing	
in	the	Band	
11/17/73	
Weather	Report	Suite	>	Let	It	Grow	>	Dark	Star	>	Drums	>	Eyes	of	the	World	>	Warf	
Rat	>	Sugar	Magnolia	
12/18/73	
	
One	point	that	is	evident	from	studying	the	set	lists	is	that	song	cycles	tend	to	be	
centered	around	an	‘improvisational	showcase’,	merging	other	songs	into	the	
structure.	‘Dark	Star’,	‘The	Other	One’,	‘Cryptical	Envelopment’,	‘The	Eleven’,	
‘Drums’	and	‘Alligator’	proved	the	most	popular	vehicles	for	encapsulating	the	
chosen	selection	of	songs	during	this	time	period.	A	further	feature	of	the	song	cycle	
is	that	the	Dead	will	break	up	a	bigger	track	(improvisational	showcase)	by	
transitioning	into	other	songs	before	returning	to	a	previous	one,	for	example	
‘Alligator’	>	‘Drums’	>	‘Jam’	>	‘The	Other	One’	>	‘Attics	of	My	Life’	>	‘The	Other	One’	
>	‘Cryptical	Envelopment’	>	‘Cosmic	Charlie’	where	‘The	Other	One’	plays	a	
prominent	feature	within	the	cycle.		
	
It	was	Garcia	who	was	most	keen	on	‘song	morphing,’	by	which	I	mean	creating	a	
seamless	transition	between	different	songs	or	ideas.	In	an	interview	with	McNally,	
he	compares	the	process	of	song	morphing	to	both	the	animated	film	Fantasia	and	
the	Golden	Gate	Park	experience,	where	on	walking	from	one	end	to	the	other	there	
is	seamless	progression	between	different	‘worlds’	(landscaping):	‘It	changes.	And	
you’re	not	aware	of	how	it’s	changing,	but	it	does	change,	and	it	has	a	beautiful	
seamless	way	of	doing	that’	(McNally,	2015,	144).	Garcia	stated	that	he	would	have	
dispensed	with	all	boundaries	between	pieces,	but	this	did	not	work	for	all	band	
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members,	particularly	Weir,	of	whom	he	said:	‘Weir	sometimes	does	it,	but	he	has	
sort	of	a	blockier	notion,	you	know?	Which	is	okay;	but	for	me,	I	like	that	invisible	
thing.	I	like	that	sort	of	sleight-of-hand	approach,	You	Know?	But	I’m	learning	to	be	
able	to	appreciate	the	thing	of	just	clumsily	blundering	into	it,	too	–	it’s	just	another	
color,	you	know?’	(McNally,	2015,	145).	
	
Jamband	‘song	cycles’	can	be	found	within	set	1	or	set	2	of	a	Dead	concert,	but	the	
songs	used	tend	to	be	different.	If	contained	within	set	1	they	often	consisted	of	
shorter	songs	with	less	time	spent	on	the	transitional	sections,	whereas	set	2	cycles	
tended	to	be	formed	of	improvisational	showcases,	with	longer	transformational	
sections.	These	traits	became	more	clearly	defined	over	time.	
	
The	standard	notation	used	by	jambands	on	record	sleeves	and	set	lists	to	represent	
‘song	morphing’	is	to	place	a	>	symbol	between	the	song	groupings,	and	I	will	
continue	to	use	this	recognized	convention	throughout	my	thesis	to	indicate	the	link	
between	songs	within	a	cycle.		
	
4.3:	The	Song	Cycle	of	‘Dark	Star’	>	‘China	Cat	Sunflower’	>	‘The	Eleven’	>	‘Turn	on	
your	Lovelight’	
The	song	cycle	chosen	for	this	case	study	analysis	comes	from	King’s	Beach	Bowl	
California	2/23/68	on	the	Dick’s	Picks	volume	22	recording.	It	documents	portions	of	
this	concert	date	along	with	‘Cold	Rain	and	Snow’,	‘Good	morning	Little	Schoolgirl’,	
‘Alligator’,	‘Trip	and	Ski’	and	‘Morning	Glory’	which	were	also	reported	to	have	been	
played,	but	the	other	songs	and	the	exact	order	of	the	set	list	including	which	set	the	
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song	cycle	comes	from	is	unknown	(Deadbase50,	2015).	It	was	reported	that	over	
the	three	dates	the	Dead	suffered	from	sound	issues	and	sections	of	the	tapes	were	
inaudinle.	In	1968,	quite	a	few	recordings	went	awry	due	to	LSD	consumption	within	
the	crew	and	out	of	the	117	shows	they	played,	only	42	were	recorded,	either	whole	
or	in	part,	so	two	thirds	of	the	shows	were	lost.	Out	of	the	117	concerts,	363	
numbers	were	played	in	total,	consisting	of	46	different	songs.	Despite	these	
recording	problems,	this	song	cycle	maintains	its	position	as	a	good	example	of	song	
pairing	and	of	Hunter’s	lyrics.	
	
The	song	‘Dark	Star’	(Hunter)	was	released	in	1968	as	a	single	of	only	2’44’’	duration.	
Over	the	Dead’s	thirty-year	career,	it	has	been	played	219	times	out	of	2314	shows,	
with	29	performances	in	1968	alone.	Between	1975	and	1988	it	almost	dropped	out	
of	their	shows	altogether,	receiving	only	5	plays	during	that	thirteen-year	period	
before	being	resurrected.	This	was	somewhat	surprising	given	the	track’s	reputation	
as	the	‘Holy	Grail’	of	Deadheads	and	along	with	‘Drums’	and	‘Space’	has	had	the	
most	reported	links	to	religious	experiences	out	of	their	songs	(Gimbel,	2007).	
	
‘China	Cat	Sunflower’	(Hunter)	was	first	played	on	1/17/68	at	the	Carousel	Ballroom	
in	San	Francisco	and	appeared	on	the	album	Aoxomoxoa.	It	received	554	plays	out	of	
2314	songs	from	1965-95	making	it	one	of	the	most	played,	and	possibly	most	
popular	of	the	Dead’s	songs.	During	1968,	it	received	nine	plays	and	consistently	
appeared	throughout	their	career	thereafter.	During	its	first	year,	‘China	Cat	
Sunflower’	was	often	played	by	itself	or	in	the	middle	of	an	extended	jam	between	
‘Dark	Star’	and	‘The	Eleven’,	which	is	found	here,	but	by	late	1969	it	became	paired	
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with	some	consistency	with	the	band’s	traditional	folk	song	cover	‘I	Know	You	Rider’.	
It	contains	many	literary	references,	including	Lewis	Carroll’s	Alice	in	Wonderland,	
George	Herriman’s	Krazy	Kat	and	Dame	Edith	Sitwell’s	Polka.	‘China	Cat	Sunflower’	is	
generally	performed	in	the	key	of	G,	making	extensive	use	of	the	G	Mixolydian	
mode.	
	
‘The	Eleven’	(Hunter)	was	released	on	the	1968	album	Axomoxoa	as	a	fifteen-minute	
track.	In	1968,	it	was	played	a	total	of	28	times,	and	over	the	Dead’s	career,	received	
93	outings	out	of	2314	as	it	was	dropped	completely	after	1970.	Its	best	year	for	
performances	was	1969,	where	it	was	played	58	times.	‘The	Eleven’	was	first	
performed	at	the	Carousel	Ballroom	San	Francisco	on	1/17/1968.	The	piece	is	set	in	
11/8	time	(grouped	123,123,123,12)	with	the	last	two	quavers	emphasized	by	the	
drums	or	bass.	This	was	an	unusual	meter	for	rock	music,	but	this	was	something	the	
Dead	were	experimenting	with	at	the	time,	possibly	suggesting	a	connection	with	
early	progressive	rock,	which	itself	developed	from	the	psychedelic	scene.	‘Trucking’	
is	another	piece	that	demonstrates	the	Dead’s	use	of	compound	meters,	in	this	
instance	set	in	12/8	time,	although	should	not	be	considered	quite	the	same	as	an	
intentional	metric	experimentation.	There	was	also	a	track	made	called	‘The	Seven’	
set	in	7/8	time	(grouped	123,12,12),	but	it	was	not	played	much,	receiving	only	four	
known	performances	(Deadbase	VII),	two	of	which	were	with	Hart’s	side	project	
‘Mickey	and	the	Heartbeats’.	‘Estimated	Prophet’	was	another	piece	set	in	a	slow	7/8	
and	‘Playing	in	the	Band’	is	essentially	in	10/4.	
	
205		
The	last	song	in	the	cycle	to	be	examined	is	‘Turn	on	your	Lovelight’,	a	cover	song	
originally	written	by	Joe	Scott	and	first	recorded	in	1961	by	Bobby	Bland.	In	1967,	it	
became	a	staple	of	the	Dead’s	set	list	and	appeared	in	a	fifteen-minute	version	on	
their	1969	album	Live/Dead.	It	was	often	used	for	extended	jamming	featuring	large	
sections	of	improvised	lyrics	from	McKernan.	The	Dead’s	set	at	Woodstock	featured	
a	version	that	lasted	over	45	minutes,	possibly	the	longest	ever	version.	‘Turn	on	
your	Lovelight’s’	first	documented	performance	was	on	8/5/67	at	the	O’Keefe	Centre	
Toronto.	It	was	a	frequently	played	track	receiving	341	outings	out	of	2314.	Between	
1967-72	it	was	played	172	times	before	being	retired	until	its	return	between	1984-
95.	The	track	became	well	known	for	McKernan’s	ad-lib	rap	at	the	end	of	the	song,	in	
which	he	would	draw	on	old	blues	sources.	Garcia	was	quoted	as	saying	‘I	have	no	
idea	where	[Pigpen]	got	that	thing	he	used	to	sing:	“She’s	got	box-back	nitties	and	
great	big	noble	thighs,	working	undercover	with	a	boar	hog’s	eye.”	Don’t	ask	me	–	I	
don’t	know	what	the	fuck	that’s	all	about!	It’s	some	weird	mojo	shit	or	something.	
But	he	could	always	pull	that	stuff	out.	He	could	do	that	as	long	as	I	knew	him.	When	
he	was	on,	he	was	amazing’	(Jackson,	1993).	
	
The	Dick’s	Picks	22	tracks	were	seen	as	important,	as	parts	of	the	show’s	live	
material	was	used	in	creating	the	Anthem	of	the	Sun	album.	The	set	list	(as	much	as	
can	be	constructed)	for	2/23/68	is	shown	in	Figure	4.2.	What	is	immediately	
noticeable	is	that	in	the	part	of	the	set	we	know	for	certain,	the	amount	of	
improvisation	has	increased,	with	the	most	extensive	instances	of	jamming	being	
located	within	the	cover	songs.	
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Figure	4.2:	2/23/68	set	list	(incomplete)	
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Viola	Lee	Blues	 C	 X	 19.15	 Y	
Unknown	
as	two-
thirds	of	
1968	
shows	
have	been	
lost	
Hurts	Me	Too	 C	 X	 4.13	 	
Dark	Star	>	 O	 Y	 6.49	 	
China	Cat	Sunflower	>	 O	 Y	 4.38	 	
The	Eleven	>	 O	 Y	 10.33	 Extended	jam	
Turn	on	Your	Lovelight	 C	 Y	 12.40	 Extended	jam	
Born	Cross-Eyed	>	 O	 Y	 2.32	 	
Spanish	Jam	 O	 Y	 7.23	 Extended	jam	
	
Out	of	the	three	shows	2/22-23-24/68	at	King’s	Beach,	‘Dark	Star’	was	played	twice	
and	‘China	Cat	Sunflower’	and	‘The	Eleven’	were	played	on	all	three	dates,	but	
contained	within	different	song	cycles	as	follows:	
	
2/22/68	Dark	Star	>	China	Cat	Sunflower	>	The	Eleven	>	Caution	
2/23/68	Dark	Star	>	China	Cat	Sunflower	>	The	Eleven	>	Turn	on	Your	Lovelight	
2/24/68	Alligator	(3.45)	>	China	Cat	Sunflower	(4.14)	>	The	Eleven	(7.17)	>	Drums	>											
Alligator	(6.39)	>	Caution	(11.49)	>	Feedback	(4.55)	
	
The	analysis	of	this	song	cycle	will	focus	mainly	on	‘China	Cat	Sunflower’	and	‘The	
Eleven’,	with	investigation	of	‘Dark	Star’	and	‘Turn	on	Your	Lovelight’	limited	to	the	
morphing	sections	at	the	end	and	start	respectively,	since	‘Dark	Star’	has	already	
been	examined	extensively	by	Boone	(Boone,	1997),	and	‘Turn	on	Your	Lovelight’	is	a	
cover	song	with	a	notable	blues	center.	Three	headline	elements	of	the	Dead’s	
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playing	will	be	examined:	song	morphing,	the	use	of	modal	improvisation,	and	the	
importance	of	Bob	Hunter’s	lyrics	in	relation	to	psychedelia.	For	an	overview	of	the	
song	cycle’s	structure,	see	Figure	4.3.	This	method	for	examining	the	songs’	
structures	is	important	as	it	shows	what	arrangement	is	present	in	any	live	
performance.	Given	that	the	Dead	regularly	adjusted	song	structure,	it	serves	to	
highlight	the	framework	that	they	used	for	this,	and	how	it	differed	from	other	live	
versions.	The	one	shown	for	‘Dark	Star’,	for	example,	indicates	that	by	February	
1968	the	song	was	still	very	much	like	the	single	version	(not	presented	
diagrammatically	below),	but	had	adopted	the	two-jam	format	more	characteristic	
of	the	live	version	for	the	song,	even	if	at	this	point	those	jams	were	quite	short.			
Figure	4.3:	Dark	Star	>	China	Cat	Sunflower	>	The	Eleven	>	Turn	on	Your	Lovelight		
	
‘Dark	Star’	>	
0.00													2.12																	3.06																	5.20																		6.21																				6.48	
|---------------|----------------|----------------|-----------------|------------------|	
							Jam	1												Verse	1													Jam	2														Verse	2									Morph	starts												
	
‘China	Cat	Sunflower’	>	
0.00												0.10																0.29																		0.48																	1.08																	2.45	
|---------------|----------------|----------------|---------------|------------------|	
							Intro												Verse	1													Bridge												Verse	2													Jam	1	
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2.45													3.04																	4.18																				4.37	
|---------------|----------------|-------------------|	
						Verse	3										Jam	2											Morph	starts	
																																																									4.23	drums	drop	out	to	allow	for	timing	change	
	
‘The	Eleven’	>	
0.00												1.42																		2.22																9.40																						10.30																							10.33	
|---------------|----------------|----------------|-------------------|------------------------|	
								Jam	1												Verse	1												Jam	2								morph	starts			Turn	on	Your	Lovelight					
																																																																																																				(TOYLL)	tune	taster	
																																																																																																														
There	is	evidence	for	a	specific	‘The	Eleven’	progression	(TEP)	that	characterizes	the	
song,	as	I	shall	later	discuss.	
	
Turn	on	Your	Lovelight	
0.00									0.34											1.48											4.46											9.48										12.02										12.26	
|-------------|------------|------------|------------|------------|-------------|	
							Intro								Verse	1							Jam	1							Verse	2						Jam	2									Outro	
	
One	interesting	feature	immediately	observed	with	this	song	cycle	is	that	‘China	Cat	
Sunflower’	is	not	presented	in	its	usual	key	of	G	(see	Appendix	3	for	the	full	
structural	event	analysis),	which	in	the	middle	of	the	song	moves	to	E.	Instead	the	
track	is	based	solely	in	E	and	features	no	such	changes.	This	could	have	been	
designed	to	make	it	fit	into	the	song	cycle	more	easily,	smoothing	over	the	
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transformations	between	individual	songs.	The	preceding	song	‘Dark	Star’	loosely	
holds	an	A	tonality,	so	basing	‘China	Cat	Sunflower’	in	E	can	be	heard	as	a	move	to	
the	perceived	dominant	of	A.	‘The	Eleven’	is	firmly	set	in	A	major,	making	the	overall	
progression	from	tonic	to	dominant	to	tonic,	a	more	traditionally	satisfying	and	
smooth	movement	compared	to	that	of	the	G-E-G	typically	found	in	‘China	Cat	
Sunflower’.	
	
4.4:	Morphing	between	songs		
Morphing	within	Grateful	Dead	songs	is	an	important	and	characteristic	feature	of	
the	band	and	of	jamband	music	in	general.	It	represents	layer	4	of	my	model	for	
analysis	of	their	music	and	also	serves	to	highlight	their	influence	within	the	
psychedelic	rock	genre	where	song	morphing	has	been	adopted.	The	flowing	of	one	
track	into	another	creates	the	perceived	sense	of	dynamization	blending	the	
different	song	characteristics	together	like	the	blobs	of	wax	inside	a	lava	lamp,	and	
dechronicization	where	the	music	appears	to	move	outside	the	conventional	
perceptions	of	time,	most	obviously	recognizable	in	the	‘China	Cat	Sunflower’	>	‘The	
Eleven’	morph,	where	the	time	signature	itself	needs	to	change	from	4/4	to	11/8.		
	
This	section	will	look	at	each	transition	in	turn	to	explore	how	the	transitions	are	
achieved	harmonically,	and	how	the	Grateful	Dead	make	progressions	smooth	and	
sound	‘satisfying’	whatever	the	length	of	the	transition.	These	elements	are	
important	to	the	Dead’s	sound,	as	Garcia	in	particular	wished	to	create	a	continually	
moving	and	seamless	musical	form	without	boundaries	or	visible	joins.	Finally,	it	will	
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explore	how	the	effect	created	links	with	psychedelic	rock,	musically	suggestive	of	a	
simulated	LSD	trip.	
	
A	problem	with	analyzing	song	morphing	is	not	in	just	determining	when	the	next	
track	starts,	but	in	identifying	the	parameters	of	the	morph	given	that	its	aim	was	to	
be	seamless.	The	recordings	of	the	Grateful	Dead’s	music	generally	change	track	
when	the	new	song	starts	in	a	recognizable	form	to	the	listener	so	that	fans	can	
easily	navigate	the	disc	to	locate	the	song	that	they	want.	However,	the	morph	
almost	invariably	begins	within	a	jam,	and	the	exact	point	when	a	band	member	
initiates	a	transition	cannot	therefore	be	definitively	determined.	This	is	of	course	
more	important	now	with	the	availability	of	digital	technology	than	it	was	at	the	
time	with	analog	tapes	existing	as	a	continuous	flow.	Tracks	as	an	entity	did	not	
exist,	other	than	written	on	the	tape	cover	by	traders	and	fans.	The	boundaries	
themselves	did	not	need	to	be	defined	so	definitively,	a	concept	that	would	probably	
have	been	appricated	by	Garcia	with	his	dislike	of	boundaries.	
	
4.4.1:	Dark	Star	>	China	Cat	Sunflower	
‘Dark	Star’	is	the	opening	song	of	this	cycle.	It	is	tonally	based	in	A,	with	movement	
to	the	fifth	(E)	and	flattened	seventh	(G♮).	The	transformation	into	‘China	Cat	
Sunflower’	takes	place	over	27	seconds	from	6’21’’-6’48’’.	The	main	body	of	the	song	
comes	to	an	end	after	the	second	verse,	where	it	changes	to	a	free-time	feel,	as	
reflected	in	the	notation	with	which	I	have	transcribed	this	section.	The	main	aim	for	
the	transition	is	to	achieve	a	shift	from	the	A	tonality	of	‘Dark	Star’	to	the	E	of	‘China	
Cat	Sunflower’,	which	in	this	case	is	a	fairly	simple	transition	to	make,	given	that	the	
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latter	is	the	dominant	of	the	former.	However,	the	change	needs	to	provide	the	
listener	with	a	sense	of	satisfaction	and	a	seamless	movement	into	the	new	song,	
which,	as	I	shall	discuss	momentarily,	it	does	not	completely	achieve.		
	
Garcia	starts	the	morph	with	a	triplet	based	section,	implementing	the	harmonic	
progression	of:	A	–	A	sus4	–	A9	–	A	sus4	–	A7	–	A	–	D	–	Dm9	–	D	–	D	–	A	–	Dm6	–	
A7sus4	–	D	–	A	–	D	–	D9sus4	–	D9	–	Em/E,	(shown	in	Figure	4.4	through	the	
annotations	in	red),	which	has	the	overall	tonal	center	of	I	(A)	–	IV	(D)	–	I	(A)	–	IV	(D)	
–	v/V	(Em/E),	(shown	in	figure	4.4	in	black).	The	end	chord	of	the	sequence	is	
ambiguous	in	its	minor/major	tonality	due	to	the	lack	of	the	third	of	the	triad.	During	
this	progression,	Lesh	makes	use	of	second	inversion	and	root	notes,	as	has	been	
discussed	in	chapter	2	and	3,	but	this	time	he	also	introduces	the	6th	and	9th	notes	as	
well	as	the	7th	in	third	inversion.	Weir	adds	in	a	small	ornament	from	the	flattened	
seventh	(G♮)	to	the	sixth	(F♯)	and	back	again,	implying	the	E	minor	harmony	given	
the	held	note	B	previously	played	by	Garcia.	This	short	motif	seems	to	act	as	a	signal	
for	most	of	the	instruments	to	drop	out,	so	that	the	last	chord	section	can	begin.		
	
The	next	section	features	only	Garcia	and	limited	gong	percussion,	and	stands	out	
through	its	use	of	very	quiet	chords	lacking	a	strong	sense	of	clear	tonality	owing	to	
the	omission	of	the	third,	and	an	extended	chord	sequence.	This	progression	moves	
through:	B	(1st	inversion)	–	F♯minor	–	B	–	E	minor	7	–	E	minor	–	F9(♯5)	–	Em(Maj7)	–	
Em/E	–	D(2nd	inversion)	–	Em	(2nd	inversion).	As	not	all	of	the	notes	are	present,	
there	are	multiple	possible	ways	of	identifying	this	harmonic	progression,	and	the	
above	is	only	one	possible	version.	For	example,	the	final	chord	could	be	described	
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as	G	major	1st	inversion,	but	when	heard	in	context	with	the	next	opening	chord	of	E	
major	from	‘China	Cat	Sunflower’,	the	minor	to	major	shift	is	distinctive.	It	is	clear	
from	the	positioning	on	the	guitar	that	these	were	worked	out	through	
experimentation	at	the	fretboard,	through	the	addition	of	notes	to	an	initial	chord	
shape	to	achieve	the	desired	sound.	The	prominence	of	the	E	minor	to	E	major	shift	
does	not	make	for	the	smooth	transition	that	appeared	to	be	being	created	up	to	
this	point,	and	instead	sounds	rather	abrupt,	see	Figure	4.5.	
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Figure	4.4:	The	Dark	Star	morph	6’21’’-6’48’’	
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Figure	4.5:	Start	of	‘China	Cat	Sunflower’	
	
	
4.4.2:	‘China	Cat	Sunflower’	>	‘The	Eleven’	
The	transition	takes	place	over	23	bars	with	the	process	of	morphing	beginning	at	
4’15’’	when	Weir	plays	B	major	chords	on	the	2nd	fret	with	Garcia	ending	a	scalic	run	
in	B	Mixolydian	(7th	fret	position).	This	brings	about	the	end	of	jam	2,	which	could	be	
seen	as	an	improvisation	on	the	dominant	chord	of	‘China	Cat	Sunflower’.	Garcia	
then	introduces	a	repeated	descent	of	two	notes,	from	E	to	D♮,	creating	a	
movement	of	I	to	♭VII	over	Weir’s	continual	V	(B)	chord	(see	the	underlined	notes	in	
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Figure	4.6).	Lesh	reinforces	this	Mixolydian	feel	by	using	the	mode	to	create	the	bass	
line,	although	he	does	spend	longer	on	E	rather	than	B	(circled	and	boxed	
respectively).	This	implies	a	root	of	E	rather	than	the	dominant	of	B	and	creates	tonal	
ambiguity,	which	has	been	observed	in	previous	chapters,	where	Garcia	would	avoid	
ending	on	the	root	note	and	preferred	to	end	on	the	dominant.	Here	it	is	observed	in	
reverse,	where	Lesh	plays	in	the	dominant	and	prefers	to	settle	on	the	root.		
	
Figure	4.6:	Establishment	of	harmony	at	the	beginning	of	the	China	Cat	Sunflower	>	
The	Eleven	morph	
	
A	harmonic	progression	is	now	created,	starting	with	a	I	–	V	movement	for	two	bars,	
within	which	Garcia	introduces	a	semiquaver	motif	similar	to	the	one	that	is	
synonymous	with	‘The	Eleven’,	and	begins	with	the	Dark	Star	incipit,	which	will	be	
referred	to	as	‘The	Eleven’	motif	(TEM),	see	Figure	4.7	for	the	motif.	The	chord	
pattern	is	then	extended	to	I	–	♭VII	–	V	-	♭VII	(E	–	D♮	–	B	–	D♮)	over	two	bars,	which	
repeats	three	more	times.	This	progression	is	important	within	the	morph	for	several	
reasons.	The	first	is	the	introduction	of	a	motif	similar	to	the	TEM	from	the	next	
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track.	The	second	is	the	similarity	of	the	chord	progression	to	the	main	progression	
used	continually	throughout	‘The	Eleven’	(I	–	IV	–	V	–	IV	or	A	–	D	–	E	–	D),	which	will	
be	referred	to	as	‘The	Eleven’	progression	(TEP):	and	finally,	the	harmonic	
progression	in	this	section	is	played	in	4/4	time,	whereas	in	‘The	Eleven’	it	is	in	11/8.	
	
A	blending	(dynamization)	of	‘China	Cat	Sunflower’	and	‘The	Eleven’	is	becoming	
apparent	by	this	point	in	the	music.	The	bass	simplifies	to	just	playing	the	root	note	
of	Weir’s	chords,	allowing	Garcia’s	TEM-style	motif	to	take	center	stage,	(see	Figure	
4.7).	The	D♮	present	in	the	lead	melody	is	the	third	note	of	the	triad	and	would	
conventionally	be	sharpened.	By	flattening,	and	accenting	this	note,	it	creates	
dissonance	with	the	B	major	chord	played	at	the	same	time	by	Weir,	and	helps	the	
shape	of	the	pattern	stand	out.	
	
Figure	4.7:	Introduction	of	the	TEM	and	TEP-style	characteristic	
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At	this	point	the	CD	track	shifts	to	‘The	Eleven’	and	at	0.00	(of	the	new	track)	Weir	
adjusts	his	rhythm	pattern	to	add	a	palm	muted	strum	to	the	established	pattern,	
bringing	it	closer	to	the	new	song’s	harmonic	progression.	He	includes	one	further	
bar	of	D	major,	this	time	in	2/4	metre,	allowing	emphasis	of	the	two	crotchets	that	
will	become	a	feature	in	the	new	11/8	time	signature.	Garcia	maintains	his	motif,	
keeping	a	feeling	of	continuity	whilst	Weir	introduces	a	new	chord	progression,	that	
of	the	TEP,	of	I	(A)–	IV	(D)	–	V	(E)	–	IV	(D)	in	A	major	as	well	as	the	11/8	time	
signature,	returning	to	single	dotted	crotchet	chords,	and	highlighting	the	last	two	
quavers	of	the	123,123,123,12	pattern.	Lesh	reinforces	this	new	progression	by	
playing	the	root	notes	of	the	chords,	see	Figure	4.8.	
	
Figure	4.8:	Changing	the	key	and	time	signature	
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Weir	plays	one	transitional	bar	of	the	palm-muted	pattern	seen	earlier,	whilst	Lesh	
begins	to	expand	the	complexity	of	his	bass	line	and	the	suggestion	of	chords	in	their	
second	inversion.	The	next	bar	sees	the	full	version	of	the	TEP	adopted	by	Weir,	
whilst	Garcia	draws	his	motif	to	an	end	through	a	sustained	note	of	E,	see	Figure	
4.10.	This	completion	of	Garcia’s	phrase,	through	its	continuation	in	both	sections	of	
the	morph	and	its	ending,	helps	to	provide	a	sense	of	smoothness	and	seamlessness.		
Bar	7	of	the	transition	sees	a	change	in	the	rhythm	and	lead	guitar,	whilst	Lesh	keeps	
consistency	by	retaining	his	bass	pattern.	Weir	plays	a	scalic	run	under	Garcia’s	held	
note,	and	the	next	bar	starts	‘The	Eleven’	song	properly,	with	Garcia	introducing	the	
full	TEM	and	Weir	returning	to	the	TEP	rhythm	and	ending	the	song	morph,	see	
Figure	4.10.	
	
Throughout	the	4/4	section	of	Weir’s	version	of	the	TEP,	the	drums	imply	a	
compound	time	through	the	cymbal	work,	as	has	been	observed	before	in	the	
analysis	of	‘Caution’	in	chapter	3.	This	does	not	directly	contribute	to	the	morph,	but	
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its	compound	nature	allows	both	drummers	to	readily	extend	the	pattern	to	fit	into	
the	11/8	time-signature,	with	just	the	addition	of	an	extra	two	quavers	to	the	end	of	
each	bar.	This	rhythmic	blurring	is	now	beginning	to	reveal	itself	as	a	characteristic	of	
the	Dead.	
	
Figure	4.9:	Introduction	of	the	TEP	
	
	
	
	
	
221		
Figure	4.10:	The	TEM	and	TEP	unite	to	end	the	morph	
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This	song	morph	can	be	seen	to	reflect	the	Dead’s	psychedelic	influences	(see	
Chapter	1).	The	perceived	loss	of	the	identity	of	‘China	Cat	Sunflower’	fosters	a	sense	
of	depersonalization,	and	during	the	morph	the	performance	can	be	seen	to	
effectively	exist	in	a	third	space	between	the	musical	realities	of	one	piece	and	the	
next.	There	is	also	an	altered	perception	of	time	as	the	4/4	rhythm	is	dissolved	and	
the	11/8	time-signature	is	established,	creating	dechronicization	with	a	loss	of	the	
conventional	boundaries	of	time.	This	blending	of	one	track	into	the	next	
(dynamization)	could	be	interpreted	as	a	‘melting’	together	of	the	familiar	forms	of	
‘China	Cat	Sunflower’	and	‘The	Eleven’	and	therefore	reflective	of	the	effects	of	LSD	
and	its	links	to	psychedelia.	It	is	possible	that	to	the	intended	audience	these	aural	
queues	would	have	been	significant,	and	would	have	provided	a	sense	of	crowd	
ownership	for	the	experience	and	established	authenticity	for	the	band	within	the	
Haight-Ashbury	scene	(Moore,	2014).	
	
The	overall	structure	of	this	transition	is	an	ordered	process	with	each	component	of	
the	song	changed	until	the	new	piece	emerges.	Some	elements	were	broken	down	
into	stages,	such	as	the	gradual	establishment	of	the	TEP,	where	first	a	revised	
progression	was	performed,	which	fitted	into	the	structure	of	‘China	Cat	Sunflower’,	
introducing	an	idea	that	could	then	be	fully	adopted	after	further	changes	to	the	
time	and	key	signature.	
	
4.4.3	‘The	Eleven’	>	‘Turn	on	Your	Lovelight’	
The	morph	where	‘The	Eleven’	turns	into	‘Turn	on	your	Lovelight’	takes	place	over	37	
bars,	starting	at	9’40’’.	The	first	step	made	towards	the	change	is	for	the	TEP	(I	(A)	–	
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IV	(D)	–	V	(E)	-	IV	(D))	to	be	phased	out	and	a	move	made	towards	the	introduction	of	
the	next	track’s	harmonic	progression	(I	(E7)	–	IV	(A7)).	The	Dead	do	this	by	staying	
on	‘The	Elevens’’	dominant	of	E,	which	also	happens	to	be	the	key	signature	of	the	
new	song,	and	presenting	two	main	musical	elements.	First	is	the	addition	of	the	
occasional	return	to	the	TEP,	which	acts	as	a	reminder	of	the	current	track;	the	
second	is	the	movement	to	the	D	chord.	This	can	be	viewed	as	a	pivot	chord,	being	
chord	IV	of	‘The	Eleven’,	but	in	‘Turn	on	Your	Lovelight’	it	represents	the	♭VII	chord,	
both	being	common	harmonic	progressions	within	the	Dead’s	playing,	see	Figure	
4.11.	
	
Figure	4.11:	The	shifting	of	tonal	center	from	A	to	E.	The	keyboard	part	is	only	shown	
in	the	transcription	when	it	makes	a	substantive	contribution.				
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The	next	9	bars	see	the	band	use	strategies	that	were	observed	in	the	analysis	of	
‘Caution’	in	chapter	3	and	in	the	previous	morphs	within	this	song	cycle.	Specifically,	
they	return	to	previous	material	(in	the	form	of	oblique	returns	to	the	TEP),	Garcia	
introduces	a	semiquaver	motif	that	he	repeats,	and	in	this	instance	Lesh	makes	use	
of	it	as	well,	and	finally	the	band	makes	extensive	use	of	repeated	notes,	which	serve	
to	reinforce	the	tonal	center	of	E,	see	Figure	4.12.	Throughout	these	bars,	Garcia	
uses	a	mixture	of	the	E	major	and	E	minor	pentatonic	scales.	
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Figure	4.12:	Movement	towards	the	change	of	tonal	center	
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Garcia	plays	a	short	scalic	run	in	E	major	leading	into	the	change	from	the	11/8	time-
signature	of	‘The	Eleven’	to	the	4/4	time	signature	of	‘Turn	on	your	Lovelight’	at	
10’20’’,	see	Figure	4.13.	Four	bars	of	|	E	|	E	|	A	|	D	E	|	follow,	leading	to	the	
establishment	of	the	change	in	key	from	A	to	E.	The	addition	of	the	A	chord	is	
interesting,	as	Lesh	continues	playing	as	if	it	is	an	E	chord	in	second	inversion.		
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Figure	4.13:	Change	in	time	signature	from	‘The	Eleven’s’	11/8	to	‘Turn	on	your	
Lovelight’s’	4/4	and	the	change	in	key	from	A	to	E	
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The	last	change	to	be	implemented	before	‘The	Eleven	becomes	‘Turn	on	your	
Lovelight’	occurs	when	Lesh	introduces	a	version	of	the	Turn	on	your	Lovelight	bass	
motif	(henceforth,	TOYLL	bass)	over	the	next	seven	bars,	see	Figure	4.14.	To	allow	
clarity	for	the	listener	to	establish	that	the	song	is	changing,	Garcia	and	Weir	drop	
out,	focusing	attention	onto	the	motif.	
	
The	next	six	bars	establish	the	I	–	IV	progression,	and	the	guitar’s	version	of	the	
TOYLL	guitar	motif,	first	on	its	own	whilst	the	bass	reinforces	the	root	notes,	and	
then	together	with	the	bass	version	of	the	TOYLL	motif.	At	this	point	the	full	E7	–	A7	
progression	is	established	and	the	morph	is	completed,	see	Figure	4.15.	
	
Figure	4.14:	Introduction	of	the	TOYLL	bass	motif	
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Figure	4.15:	Completion	of	the	morph	through	the	combination	of	motifs.	
	
																																E																														D												A																																				E7	
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4.4.4	Conclusions:	
It	is	apparent	from	the	analysis	of	the	transitions	in	this	song	cycle	that	song	
morphing	is	a	structured	process	with	several	distinct	steps	required	to	create	a	
smooth	and	incremental	transition	between	songs	that	layer	4	requires.	It	is	possible	
that	this	process	was	developed	during	rehearsals	to	accommodate	an	easier	
transition,	given	the	key	change	observed	here	coupled	to	the	admission	by	Lesh	
that	the	band	would	spend	long	times	each	day	practicing	jamming	(Lesh,	2005),	but	
this	is	speculation	on	my	part.	Whilst	morphs	vary	greatly	in	length,	complexity	and	
smoothness,	they	do	tend	to	follow	a	number	of	distinct	steps,	which	can	occur	
sequentially	or	overlapping.	Depending	on	the	song	choice,	a	modulation	may	be	
required	to	bring	the	two	tracks	into	alignment	in	terms	of	their	keys.	This	leads	to	a	
change	in	the	current	chord	progression	as	well	as	the	addition	of	recognizable	
musical	material	from	the	new	song,	either	in	exactly	the	same	form	in	which	it	
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appears	or	a	recognizable	variant	of	it.	The	change	from	one	time	signature	to	
another	must	also	be	resolved	before	the	morph	can	be	considered	complete.	This	
sequence	of	events	is	given	visual	representation	in	Figure	4.16.	The	diagram	
illustrates	the	steps	involved	within	a	morph,	but	it	must	be	noted	that	they	can	
occur	in	any	order,	and	frequently	as	a	free-flowing	process,	where	one	change	
overlaps	with	another.	It	should	be	noted	that	the	diagram	shows	a	visual	
representation	of	the	basic	steps	of	the	process,	and	is	a	simplification	of	an	organic	
process	when	in	practice	many	of	the	steps	occur	simultaneously.	This	is	analogous	
to	Kaler’s	‘playing	in	the	soup’	where	events	occur	in	parallel	and	develop	freely	
without	an	identifiable	lead	(Meriwether,	2012,67-85).	I	am	not	suggesting	that	
there	is	a	rigid	process	where	one	step	must	be	completed	before	progressing	to	the	
next,	and	for	this	reason	each	activity	is	represented	as	a	sphere	within	a	larger	box	
without	fixed	arrows	denoting	a	path.		
	
Figure	4.16:	The	morphing	process	
	
	
An	important	concept	to	be	understood	in	group	improvisation	is	that	ideas	can	take	
time	to	become	adopted.	This	is	very	different	from	solo	improvisations,	such	as	
those	performed	by	Keith	Jarrett	on	solo	piano,	where	a	single	person	is	responsible	
for	the	decision	making	and	does	not	have	to	wait	for	other	musicians	to	follow	a	
Song 1 Song 2
Introduction 
of song 2 
musical 
material 
Change in 
established 
chord 
progression
Modulation
Transition section
Time 
signature 
change
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proposed	change.	In	the	context	of	solo	improvisation,	a	false	start	or	poorly	placed	
chord	or	riff	could	be	viewed	as	a	mistake,	and	it	can	be	more	noticeable	than	in	a	
group	performance	where	the	momentum	of	the	other	instrumental	parts	can	
smooth	over	any	misgivings	within	a	single	line.	It	is	worth	noting	that	Jarrett	disliked	
distractions	during	his	performances	and	felt	audience	participation	such	as	clapping	
was	a	distraction	(Conrad,	2013),	whereas	the	Dead	felt	that	the	audience	was	a	
necessary	to	their	creativity,	and	an	intricate	part	of	the	process	of	creating	a	group	
consciousness	(Lesh,	2005).	The	Dead	did	not	view	abandoned	musical	material	or	
false	starts	as	mistakes,	but	rather	as	seeds	of	ideas	or	potential	paths	that	were	not	
followed	on	that	occasion	(McNally,	2015).	The	process	of	alignment	of	band	
members	in	momentary	conflict	with	one	another	should	correspondingly	not	be	
viewed	as	mistakes	being	corrected	but	as	a	process	central	and	essential	to	group	
improvisation.	
	
An	examination	of	the	morphing	between	the	four	songs	discussed	demonstrates	
that	a	version	of	this	process	occurred	in	each	example.	The	transition	between	
‘Dark	Star’	>	‘China	Cat	Sunflower’	was	probably	the	simplest,	through	the	
introduction	of	a	rising	chord	sequence	used	to	move	the	A	tonality	sequence	of	the	
first	song	to	a	variant	of	its	dominant,	i.e.	the	E	tonality,	before	establishing	the	true	
dominant	and	new	key	of	E.	Invariably	that	the	key	needs	to	be	changed,	and	a	
transition	from	the	tonic	to	the	dominant	is	musically	satisfying.	The	progression	to	
the	dominant	avoids	a	premature	sense	of	closure,	and	whilst	this	is	the	end	of	the	
first	song,	the	cycle	continues	with	this	chord	acting	as	the	tonic	of	the	next	song.	
Hence	the	sense	of	forward	movement	continues	uninterrupted,	see	Figure	4.17.	
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The	introduction	of	glimpses	of	the	new	song	whilst	maintaining	the	harmony	of	the	
closing	track	was	used	in	both	of	the	following	transitions,	from	‘China	Cat	
Sunflower’	>	‘The	Eleven’	and	from	‘The	Eleven’	>	‘Turn	on	your	Lovelight’,	see	
Figures	4.18	and	4.19.	In	each	of	these	examples	the	superseding	motifs	were	
introduced	before	the	harmony	was	changed,	and	acted	as	a	signpost	to	the	astute	
listener	that	change	was	about	to	occur.	Deadheads	were	often	very	familiar	with	
the	band’s	repertoire,	and	as	discussed	previously	would	await	the	reappearance	of	
certain	pieces.	Such	aural	hints	would	doubtless	have	been	recognized	and	
appreciated	by	the	band’s	most	ardent	fans.		
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Figure	4.17:	Flow	diagram	of	Dark	Star	>	China	Cat	Sunflower	morphing	process	
	
Figure	4.18:	Flow	diagram	of	China	Cat	Sunflower	>	The	Eleven	morphing	process	
	
Figure	4.19:	Flow	diagram	of	The	Eleven	>	Turn	on	your	Lovelight	morphing	process	
	
Dark Star China Cat Sunflower
Motif by 
Weir in Em
1st chord sequence
I (A) - I (A) - IV (D) - IV 
(D) - I (A) - IV (D) - v/V 
(Em/E)
Modulation
Transition section
2nd chord sequence in E minor
V (B) - ii (F♯minor) - V (B) - I (Em7) - I 
(Em) - II (F9(♯5) - i (Em(Maj7) - i/I (Em/
E) - ♮VII (♮D) - i/I (Em/E)  
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These	transitions	have	added	meaning	in	the	context	of	psychedelia,	as	the	process	
of	song	morphing	can	be	interpreted	as	a	form	of	musical	dynamization,	through	the	
eliding	of	the	harmonies	and	of	the	piece	as	a	whole,	melting	and	stirring	together	
the	boundaries	of	both	songs.	I	shall	return	to	this	point	by	way	of	conclusion.		
	
In	‘China	Cat	Sunflower’	>	‘The	Eleven’,	the	time	signature	change	is	buffered	
through	the	use	of	an	additional	bar	of	2/4	hence	extending	the	established	4/4	
pattern,	to	allow	the	introduction	of	the	new	11/8	time	signature.	It	is	worth	noting	
that	the	new	chord	progression	in	this	change	had	already	been	established	in	a	4/4	
version,	and	the	end	result	was	a	smoothly	coordinated	transition	that	therefore	
sounded	natural.	However,	the	return	to	4/4	from	11/8	in	the	last	morph	of	the	
cycle	was	more	sudden,	and	after	a	scalic	run	in	11/8	it	just	switches	from	one	to	the	
other.	I	feel	that	the	scalic	run	acted	to	lead	into	the	new	time	signature,	and	as	the	
4/4	time	signature	is	a	more	conventional	feature	of	rock	(and	of	Western	music	in	
general)	the	overall	effect	was	relatively	smooth.	Lesh	was	a	fan	of	Elliott	Carter	and	
shows	great	sensitivity	to	any	metric	shifts,	which	can	often	lead	to	him	providing	
the	anchor	for	the	changes,	with	the	other	band	members	responding	in	a	more	ad	
hoc	‘in	the	moment’	fashion.	
	
The	concept	of	joining	songs	together	into	a	larger	work	was	not	unique	to	the	Dead,	
and	can	be	found	as	early	as	1966	with	The	Who’s	‘A	Quick	One	While	He’s	Away’.	It	
developed	several	years	later	in	the	field	of	progressive	rock	within	the	concept	
album,	such	as	Pink	Floyd’s	Dark	Side	of	the	Moon	in	1973,	and	more	recently	in	
other	genres	with	works	such	as	Green	Day’s	American	Idiot	in	2004	and	My	
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Chemical	Romance’s	Black	Parade	in	2006.	The	idea	of	multi-movement	tracks	was	
also	integral	to	mature	progressive	rock,	and	can	be	seen	for	instance	in	Pink	Floyd’s	
1979	album	The	Wall	with	‘Another	Brick	in	the	Wall’	parts	1,	2	and	3.	However,	the	
tracks	on	these	albums	link	together	through	narrative	themes,	not	necessarily	
through	the	songs	merging	into	one	another,	instead	following	the	direction	
progressive	rock	bands	took	by	linking	themes	within	the	concept	album.	These	are	
therefore	very	different	from	the	Grateful	Dead	song	cycles,	where	the	songs	are	in	
themselves	unconnected	and	it	is	the	process	of	morphing	which	unites	them.	In	
effect	they	are	navigating	the	listener	through	a	universe	of	musical	possibilities,	
rather	than	taking	us	on	a	specific	composed	and	structured	tour.	
	
Other	jambands	have	adopted	this	approach	from	the	Grateful	Dead,	and	this	should	
therefore	be	considered	a	hallmark	of	their	style	and	their	influence	on	the	modern	
jamband	scene.	See	Figure	4.20	for	some	recent	examples	of	morphing	by	other	
bands,	to	reflect	that	the	practice	has	endured	up	to	the	present	time	and	is	not	just	
merely	a	historical	phase.	
	
Figure	4.20:	Morphing	in	the	greater	jamband	context	
	
Jamband	 Song	Cycle	 Date	of	
show	
Phish	 Crazy	Sometimes	>	Saw	it	Again	>	Sanity	>	Bouncing	Around	the	room	 8/6/2017	
The	String	
Cheese	
Incident	
Beautiful	>	Sand	Dollar	>	Drums	>	Sirens	 8/6	/2017	
Moe	 Moth	>	Puebla	>	Annihilation	Blues	
Silver	Sun	>	Jazz	Wank	>	Four	>	Akimbo	
7/28/2017	
Disco	
Biscuits	
Triumph	>	Save	the	Robots	>	Stranger	Things	Theme	>	Save	the	Robots		
Spray	paint	>	I	Feel	the	Love	>	Tempest	>	Spray	paint	
10/28/2017	
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There	has	been	a	lack	of	published	scholarly	literature	that	examines	song	morphing	
within	the	Grateful	Dead.	This	analysis	is	the	first	structured	investigation	of	the	
process,	and	has	identified	some	of	the	key	steps	taken	in	achieving	an	early	Dead	
morph.	It	is	limited	in	its	scope	insomuch	as	it	only	examines	a	single	block	from	one	
concert,	and	as	such	it	is	likely	that	with	further	study,	other	techniques	used	will	
become	apparent.	However,	it	is	notable	that	all	three	of	the	examined	transitions	
adopted	a	similar	approach,	although	varying	in	their	complexity,	and	I	believe	this	
analysis	therefore	provides	a	starting	point	for	future	research	into	this	process.	It	is	
interesting	to	compare	the	method	of	song	morphing	to	the	transitions	between	
jamming	spheres	described	in	Chapter	3,	as	it	would	appear	that	the	processes	
employed	exhibit	both	similarities	and	differences.	This	is	to	be	expected,	as	when	
moving	between	jamming	spheres	there	is	not	usually	any	change	in	key	signature	or	
time	signature	to	be	accounted	for.	The	introduction	of	short	motifs	was	observed	in	
both	types	of	transition,	and	this	appears	to	be	an	emerging	characteristic	of	the	
Dead’s	approach	to	bridging	material.	
	
It	remains	unclear	how	much	pre-planning	is	involved	in	creating	these	transitions.	
An	instance	implying	that	this	process	is	improvised	can	be	heard	within	the	‘The	
Eleven’	>	‘Turn	on	your	Lovelight’	morph	at	10’22’’,	where	Weir	and	Lesh	seem	to	
disagree	on	the	overall	harmony	of	the	bar	leading	towards	the	key	signature	
change:	Weir	plays	an	A	major	chord,	as	if	reflecting	back	to	the	TEP	progression,	but	
Lesh’s	bass	line	incorporates	the	note	B,	implying	the	2nd	inversion	of	the	E	major	
triad,	see	Figure	4.13.	As	I	have	established	in	Chapter	1’s	methodology,	layer	2	
structural	improvisation	is	characteristic	of	the	Dead,	and	therefore	whilst	it	is	highly	
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likely	that	improvisation	was	occurring,	it	would	be	difficult	to	assert	with	confidence	
that	the	song	morphs	were	completely	spontaneous.	I	feel	that	without	doubt,	the	
transitions	were	improvised	and	I	am	not	suggesting	total	pre-planning	in	the	
structure	of	the	morph,	but	rather	that	rehearsals	may	have	helped	to	refine	the	
process,	and	I	remain	unconvinced	that	the	choice	of	which	song	to	transition	to	was	
completely	spontaneous.	I	suspect	that	the	set	list	may	have	been	partially	decided	
before	they	took	to	the	stage,	but	this	cannot	be	substantiated,	and	it	would	be	
intriguing	to	put	this	question	to	surviving	band	members.		
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4.5:	Use	of	the	Mixolydian	mode	
The	Grateful	Dead	started	within	the	blues	traditions,	and	their	use	of	pentatonic	
and	blues	scales	have	been	previously	described	in	Chapters	1	and	2.	This	changed	
with	the	arrival	of	Robert	Hunter	as	their	main	lyricist,	who	took	the	band	into	new	
territory	with	poetic	and	esoteric	lyrics	marking	a	transition	away	from	the	blues	and	
into	psychedelia.	This	change	was	reflected	in	the	music,	and	a	development	that	
occurred	during	their	experimentations	with	jamming	and	psychedelia	was	the	
adoption	of	the	Dorian,	Mixolydian	and	Lydian	modes,	which	were	to	become	a	
characteristic	sound	in	the	band’s	later	works.	Some	examples	are	cited	in	Figure	
4.21.	This	section	will	examine	the	use	of	the	Mixolydian	mode	in	‘China	Cat	
Sunflower’,	and	how	it	links	to	psychedelic	music.	
	
The	movement	from	blues	to	psychedelia	was	in	reality	gradual,	and,	as	discussed	in	
previous	chapters,	the	Dead	had	moved	away	from	traditional	blues	progressions	
from	an	early	point	in	their	career.	However,	up	to	this	point	their	music	was	largely	
confined	to	pentatonic	and	blues	scales,	which	gave	a	distinctive	sound	to	their	
playing.	The	embracing	of	modal	forms	opened	up	a	new	pallet	of	sounds	for	the	
Dead,	which	referenced	other	musical	styles	and	diluted	the	links	to	the	blues.	
Psychedelic	music	can	be	defined	by	context	(Echard,	2017),	and	the	Mixolydian	
mode	became	closely	associated	with	this	genre	due	to	its	western	associations	with	
Eastern	music.	The	examples	shown	in	Figure	4.21	highlight	the	Dead’s	tendency	to	
lean	towards	the	sound	of	the	Mixolydian	mode,	and	its	appearance	in	some	of	their	
most	popular	tracks.	
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Figure	4.21:	Examples	of	modal	Grateful	Dead	songs	
Modes	used	
Dorian	 Mixolydian	 Lydian	
Playing	in	the	Band	(jam)	 Dark	Star	 Fire	on	the	Mountain	(mix)	
King’s	Solomon’s	Marbles	 Playing	in	the	Band	(main)	 	
Eyes	of	the	World	(mixed	with	
E	major	
Wharf	Rat	 	
	 Aiko	 	
	 Franklin’s	Tower	 	
	 Bird	Song	 	
	 Deal	 	
	 China	Cat	Sunflower	 	
	 The	Eleven	 	
	
‘China	Cat	Sunflower’	is	a	short	track	that	is	generally	based	in	G,	featuring	a	move	
to	E	within	the	first	main	jam,	before	returning	to	G	for	the	third	verse.	As	
mentioned,	the	version	used	for	this	analysis	differs	somewhat	from	this	usual	
predetermined	pattern,	in	that	it	starts	in	E	and	remains	fixed	in	that	key	throughout	
the	song’s	duration,	without	the	typical	modulation.	See	Figures	4.22a	and	4.22b	for	
flow	diagrams	of	movement	through	the	2/23/68	version	of	the	song	and	more	
typical	progressions	through	the	song	respectively.		
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Figure	4.22a:	Progression	through																																																		Figure	4.22b,	the	Progression	through	a	more	typical						
the	2/23/68	version	of	‘China	Cat	Sunflower’																															version	of	‘China	Cat	Sunflower’	from	Europe	1972	
	
Intro
 G - F
 ( I - ♭VII )
Verse 1
G - F
( I - ♭VII )
Bridge
G -D - C
( I - V - IV )
Verse 2
G - F
( I - ♭VII )
Jam 1
G - D to begin then 
modulation to E - B
( I - V in G major 
then I - V and I - V - 
IV in E major )
Moving to ‘I 
Know You Rider’ 
which is in D 
major, so it 
modulated back 
to G major 
before moving 
to the dominant.  
Introduces the I - V 
progression, ending with 
a I - V - IV progression 
moving back to the tonic 
in verse 2
Improvisation based 
around E and B 
Mixolydian mode  
Main riff based around G 
mixolydian shape 5
Main riff based around G 
mixolydian shape 5
Main riff based around G 
mixolydian shape 5
Verse 3
E - D
( I - ♭VII )
Jam 2
E - B
( I - V )
Improvisation based 
around G and D 
Mixolydian mode and then 
the E and B Mixolydian 
mode after the modulation 
Stays in E major and the 
main riff is now based 
around E mixolydian 
mode shape 5
Intro
 E - D
 ( I - ♭VII )
Verse 1
E - D
( I - ♭VII )
Bridge
E - B - A
( I - V - IV )
Verse 2
E - D
( I - ♭VII )
Jam 1
E - B and E - B - A
( I - V and I - V - IV )
Verse 3
E - D
( I - ♭VII )
Jam 2
E -B
( I - V )
Song Morph
B - D - E - D
( I - III - IV - 
III )
Introduces the I - V 
progression, ending with 
a I - V - IV progression 
moving back to the tonic 
in verse 2
Improvisation based 
around E and B 
Mixolydian mode 
Main riff based around E 
mixolydian shape 5
Improvisation based 
around E and B 
Mixolydian mode
Moves to the dominant of 
the key, (the supertonic of 
the next song) and plays 
the next songs 
progression in 4/4 time
Main riff based around E 
mixolydian shape 5
Main riff based around E 
mixolydian shape 5
Main riff based around E 
mixolydian shape 5
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‘China	Cat	Sunflower’	introduces	the	chord	progression	of	I	-	♭VII,	a	feature	that	
would	become	a	characteristic	of	the	Dead’s	playing	style	(Malvinni,	2013),	
particularly	in	its	use	not	to	finish	phrases	in	a	traditional	manner.	This	progression	is	
also	a	known	Mixolydian	pattern	as	it	makes	a	feature	of	the	flattened	seventh,	one	
of	its	characteristic	notes.	This	is	a	slight	change	from	the	more	typically	
encountered	Mixolydian	progression	of	I	-	♭VII	–	IV.	The	Dead	instead	keep	the	
listener	waiting	for	nine	bars	before	adding	the	IV	chord,	moving	to	the	V	and	then	
starting	the	progression	again.	It	is	this	oscillation	between	two	chords	for	
substantial	periods	before	resolution	that	is	a	distinctive	feature	of	the	Dead,	see	
Chapter	3’s	analysis	of	‘Caution’.	
	
The	Mixolydian	mode	was	popular	within	psychedelic	music.	It	had	a	sound	not	
dissimilar	from	the	scales	utilized	in	Indian	Raga,	and	was	also	found	elsewhere,	in	
modal	jazz	such	as	John	Coltrane’s	Love	Supreme.	This	mode	suited	the	focus	on	
melody	rather	than	chord	movement	and	given	that	many	psychedelic	works	were	
built	on	drones	this	suited	the	function	well	(Macan,	1997).	A	good	example	is	The	
Kinks	‘Tired	of	Waiting	for	You’	which	utilized	the	Mixolydian	mode	in	its	I	–	♭VII	-	IV	
chorus	to	avoid	any	sense	of	goal	directed	urgency	which	is	typically	created	by	
whole	steps	of	major	scales.	This	anticipates	the	later	influence	of	Hindustani	music	
on	other	groups	such	as	The	Byrds	and	The	Beatles	who	took	a	similar	approach	
(Perone,	2008,	106).	
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The	opening	riff	of	‘China	Cat	Sunflower’	is	firmly	based	in	E	Mixolydian,	using	all	the	
notes	from	the	mode,	and	based	in	its	9th	fret	position	as	can	be	seen	in	Figures	
4.23a	and	4.23b.	
	
Figure	4.23a:	E	Mixolydian	9th	fret	
	
9	 C♯	 F♯	 B	 E	 G♯	 C♯	
	 D	 	 	 	 A	 D	
	 	 G♯	 C♯	 F♯	 	 	
12	 E	 A	 D	 	 B	 E	
	 	 	 	 	 	 	
	
Figure	4.23b:	‘China	Cat	Sunflower’	opening	riff	
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During	improvisations,	Garcia	often	made	use	of	the	mode’s	11th	fret	position	to	
allow	ease	of	note	bending	and	tonal	variation.	When	improvising	in	B	Mixolydian,	
positions	on	the	7th	and	9th	fret	were	favored	for	similar	reasons.	See	Figures	4.24a	
and	4.24b.		
Figure	4.24a:	E	Mixolydian	11th	fret	
	 	 G♯	 C♯	 F♯	 	 	
12	 E	 A	 D	 	 B	 E	
	 	 	 	 G♯	 	 	
	 F♯	 B	 E	 A	 C♯	 F♯	
15	 	 	 	 	 D	 	
	
Figure	4.24b:	B	Mixolydian	7th	and	9th	fret	
	 	 D♯	 G♯	 C♯	 	 	
7	 B	 E	 A	 	 F♯	 B	
	 	 	 	 D♯	 	 	
9	 C♯	 F♯	 B	 E	 G♯	 C♯	
	 	 	 	 	 A	 	
	
	 	 	 	 D♯	 	 	
9	 C♯	 F♯	 B	 E	 G♯	 C♯	
	 	 	 	 	 A	 	
	 D♯	 G♯	 C♯	 F♯	 	 D♯	
12	 E	 A	 	 	 B	 	
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During	the	bridge	section	(0’29’’	–	0’48’’),	Garcia	firmly	establishes	the	E	Mixolydian	
mode	for	his	improvisation.	His	initial	two-bar	phrase	emphasizes	the	tonic	through	
frequent	repetition	of	the	note	E,	which	is	reinforced	by	Lesh	in	the	bass,	with	the	
phrase	ending	on	the	dominant.	Short	phrases	ending	on	the	dominant	are	
characteristic	of	Garcia’s	playing	style	as	discussed	in	previous	chapters.	He	
progresses	to	answer	this	with	a	further	two-bar	phrase,	creating	an	even	number	of	
bars.	He	then	continues	by	using	one-bar	phrases	at	the	end	of	the	main	bridge	riff	
to	close	the	section	and	move	on	to	the	next.	This	is	typical	of	Garcia,	see	Figure	
4.25.	
	
Figure	4.25:	Use	of	the	E	Mixolydian	mode	
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The	improvisation	continues	with	Garcia	playing	these	one-bar	phrases,	which	
emphasize	the	♭7th	of	E	Mixolydian	shown	in	Figure	4.25	in	red	boxes.	Lesh	adopts	a	
similar	approach.	The	overall	effect	of	these	five	bars	is	to	establish	the	principal	
pitch	characteristics	of	the	mode.	The	end	of	the	bridge	section	between	verse	1	and	
2	introduces	one	bar	in	2/4,	before	providing	a	satisfying	IV	(A)	–	V	(B)	shift	back	to	
the	Mixolydian	riff	of	the	verse	(	E	|	E	|	E	|	E	|	B	|	B	|	B	|2/4	B	|	4/4	A	B),	see	Figure	
4.26.	This	progression	is	used	again	throughout	jam	1,	and	at	the	start	of	jam	2	
before	the	rhythm	remains	fixed	on	the	B	major	chord	and	B	Mixolydian	
improvisation.	The	IV	–	V	–	I	provides	an	E	major	feel,	before	the	Mixolydian	is	re-
established	in	the	verse.		
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Figure	4.26:	Addition	of	the	2/4	bar,	and	completion	of	the	Mixolydian	I	–	♭VII	–	IV	
progression		
	
	
Jam	1	sees	the	introduction	of	another	characteristic	riff	by	Garcia	which	is	always	
found	in	live	versions	of	‘China	Cat	Sunflower’,	accompanying	the	main	‘China	Cat’	
riff	by	Weir,	and	acts	to	facilitate	the	change	between	improvised	sections	within	the	
jams.	See	Figure	4.27.	
	
Figure	4.27:	Garcia’s	new	riff	and	Weir’s	return	to	the	main	‘China	Cat’	riff	
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These	two	riffs	remain	relatively	constant	throughout	performances	of	‘China	Cat	
Sunflower’	with	only	small	adjustments	ever	made,	making	them	one	of	the	most	
consistent	features	in	the	Grateful	Dead’s	entire	repertoire.	Perhaps	their	most	
significant	addition	to	the	piece	was	a	new	introduction	in	late	1969,	which	served	
three	purposes:	firstly,	to	establish	a	groove	before	the	main	riff;	secondly,	to	make	
room	for	a	more-lengthy	and	improvised	opening;	and	finally,	to	ease	the	transition	
of	the	‘China	Cat	Sunflower’	>	‘I	Know	You	Rider’	song	cycle,	smoothing	the	songs	
introduction,	rather	than	just	jumping	in	with	the	main	riff.	
	
This	groove-inducing	riff	is	based	in	G	Mixolydian	(the	more	commonly	encountered	
tonality	for	the	piece)	and	did	not	feature	in	the	E	version:	it	makes	continual	use	of	
the	flattened	seventh	of	F♮,	based	in	the	3rd	fret	position,	see	Figure	4.28.	
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Figure	4.28:	New	introduction	to	‘China	Cat	Sunflower’	in	Europe	1972	
	
	
	
The	Mixolydian	mode	was	not	unique	to	the	Grateful	Dead,	and	was	widely	used	in	
popular	music	of	the	time.	Whilst	it	has	been	used	in	Western	Church	music	
extending	back	several	centuries,	the	1960s	saw	it	become	associated	with	Eastern	
music,	which	resonated	within	the	counterculture	and	opened	up	possibilities	for	
new	sounds	and	ideas	(Echard,	2017).	It	had	a	brighter	sound	than	the	blues	and	
pentatonic	scales,	creating	an	ethereal	sound	enabling	music	of	a	more	philosophical	
and	spiritually	questioning	nature	to	develop.	However,	its	flattened	seventh,	shared	
with	the	blues	and	pentatonic	scales,	meant	that	it	could	easily	be	adopted	within	
the	Dead’s	existing	sound	palette,	and	could	be	combined	with	these	scales	in	
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improvisations.	This	along	with	the	other	traits	of	the	Dead’s	and	Garcia’s	playing,	
such	as	their	use	of	harmonic	drones	and	the	ending	of	phrases	on	the	dominant,	led	
to	this	mode	becoming	particularly	associated	with	their	music.	Its	introduction	into	
their	sound	palette	coincided	with	Bob	Hunter’s	arrival	as	their	chief	lyricist,	and	
established	a	shift	away	from	the	blues	towards	psychedelia.	It	is	necessary	to	
appreciate	that	whilst	the	Mixolydian	mode	is	similar	in	sound	to	some	of	the	Indian	
musical	scales	used	in	raga,	it	is	not	exactly	the	same,	and	many	of	the	latter	could	
not	be	played	perfectly	on	Western	instruments	tuned	using	equal	temperament.	It	
nonetheless	provides	an	inflection	of	the	East,	as	psychedelic	musicians	were	not	
attempting	to	copy	raga	players	verbatim,	so	much	as	to	incorporate	a	non-Western	
feel	within	their	sound.	As	previously	mentioned,	psychedelia	is	defined	largely	
through	its	associations,	and	by	providing	an	essence	of	the	exotic,	this	mode	yields	
an	indirect	link	to	Eastern	philosophy	and	perhaps	more	importantly	to	the	emerging	
new	age	cultural	scene,	evident	in	countercultural	periodicals	such	as	the	San	
Francisco	Oracle.					
	
4.6:	The	psychedelic	effect	of	Hunter’s	lyrics	
Robert	Hunter	officially	joined	the	Grateful	Dead	in	the	Fall	of	1967	after	meeting	
them	at	a	rehearsal	in	Rio	Nido	California,	where	he	wrote	the	first	verse	of	‘Dark	
Star’,	but	he	was	already	a	member	of	their	scene	by	1961	and	knew	Garcia	from	
playing	in	several	of	his	early	Bluegrass	bands	where	he	played	mandolin	and	upright	
bass.	Hunter	viewed	himself	primarily	as	a	writer	and	his	partnership	with	the	Dead	
helped	this	activity	progress.	In	1962,	he	was	an	early	LSD	test	volunteer	at	Stanford	
University	along	with	Kesey.	It	was	reported	that	he	was	on	LSD	when	he	wrote	his	
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first	songs	for	the	Dead,	which	he	mailed	to	them,	and	these	would	become	‘China	
Cat	Sunflower’	and	‘The	Eleven’.	It	is	these	three	‘first’	songs	by	Hunter	that	will	be	
further	analyzed,	due	to	their	deep-seated	connections	to	the	counterculture	and	
LSD.	Hunter	is	known	for	rarely	giving	interviews	and	views	himself	as	‘a	maverick	
and	a	rebel’s	rebel,	even	amongst	the	Dead’	(Browne,	2015).	
	
When	looking	at	the	lyrics	for	the	Grateful	Dead’s	repertoire,	I	will	not	be	using	more	
traditional	methods	of	analysis	such	as	semiotics,	embodiment	or	linguistics	(Fell	and	
Sporleder,	2014).	Likewise,	I	will	not	be	examining	the	musical	properties	of	the	
lyrics,	such	as	verbal	space	and	rhymes	and	alliterations	as	described	by	Dai	Griffiths	
(Griffiths,	2008,	39-59).	Whilst	these	tools	are	excellent	for	their	intended	purpose,	
the	most	important	aspect	of	lyrics	in	psychedelia	is	how	they	link	to	the	
hallucinogenic	drug	trip.	I	will	therefore	not	be	performing	a	full	analysis	of	the	lyrics,	
but	Instead	focusing	on	the	issue	of	how	the	lyrics	contextualize	the	music	within	
both	the	Dead’s	audience	and	the	wider	countercultural	scene	by	representing	and	
referencing	the	hallucinogenic	journey	as	described	by	Timothy	Leary.	This	is	a	
similar	approach	taken	by	Deena	Weinstein	in	her	analysis	of	the	lyrics	of	Roger	
Waters	(Weinstein,	2002,	91-109).	Similarly,	I	will	not	be	analyzing	the	music	in	
connection	with	the	lyrics,	as	the	sound	world	does	not	exemplify	psychedelic	traits.	
In	particular	there	is	no	evidence	of	techniques	such	as	vocal	doubling,	oblique	
motion,	choral	texture	or	multiple	speaker	blur.	The	links	to	psychedelic	music	are	
found	mainly	within	the	band’s	use	of	the	lyrics	themselves,	in	particular	the	
references	to	drugs,	and	their	surreal,	literary	inspiration	and	esoteric	themes.	
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David	Dodd	collated	all	the	Grateful	Dead’s	lyrics	when	compiling	The	Complete	
Annotated	Grateful	Dead	and	included	invaluable	information	on	the	songs	through	
detailed	ontology	(Dodd,	2005).	I	have	compiled	the	information	relevant	to	‘Dark	
Star’,	‘China	Cat	Sunflower’	and	‘The	Eleven’	into	the	table	shown	in	Figure	4.29.	
	
Figure	4.29:	Important	references	from	Hunters	lyrics	(Dodd,	2005,	49-52).	
Song	 Phrase	 Meaning	
Dark	Star	 Dark	Star	
	
	
	
	
	
	
	
	
	
	
	
	
The	chorus	
An	oxymoron,	the	brightest	of	objects,	seen	as	
the	absence	of	brightness	
	
Used	as	a	name	for	a	faint	star	by	Roman	
astronomers	
	
Black	holes	were	theorized	in	1784	by	John	
Michel,	and	referred	to	as	a	‘dark	stars’	
	
Astronomers	still	use	the	term	to	describe	the	
phenomenon	of	a	faint	star	(New	Scientist,	vol.	
116	November	19,	1987)	
	
Hunter	has	stated	that	he	used	the	opening	
lines	of	T	S	Eliot’s	‘The	love	song	of	J	Alfred	
Prufrock’	as	the	chorus	(Lesh,	2006)	
	
‘Let	us	go	then,	you	and	I,	
When	the	evening	is	spread	out	against	the	sky	
Like	a	patient	etherized	upon	the	table’	
	
Song	 Phrase	 Meaning	
China	Cat	
Sunflower	
China	cat	
	
	
	
Proud-walking	jingle	
	
	
Midnight	sun	
	
	
	
	
	
	
Bodhi	
	
	
	
	
	
Porcelain	cats	from	Japan	and	China	dating	
from	the	17th	century,	painted	with	delicate	
patterns	
	
Linked	to	a	line	in	‘The	Eleven’	‘six	proud	
walkers	on	the	jingle-bell	rainbow’	
	
An	oxymoron,	which	is	applied	to	Artic	regions	
as	‘the	land	of	the	midnight	sun’.	Used	later	in	
1992	for	Hunters	song	‘So	Many	Roads’	which	
has	the	lines		
‘From	the	land	of	the	midnight	sun,	where	ice	blue	roses	
grow’.	
	
Translates	as	‘enlightenment’	or	‘awakening’	in	
English.	It	is	the	understanding	possessed	by	a	
Buddha	regarding	the	true	nature	of	things	in	
Buddhism	
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Krazy	Cat	
	
	
One	Eyed	Cheshire	
	
	
Double-e	waterfall	
	
	
	
	
	
	
	
Leonardo	words	
	
	
Pearls	
	
	
	
	
Eagle	wing	palace	
	
	
Queen	Chinee	
A	cartoon	cat	created	in	1913	by	George	
Herriman	
	
Possible	connections	to	Lewis	Carroll’s	Alice	in	
Wonderland	
	
	
Probably	stands	for	the	double	express	train,	
featured	in	Bob	Dylan’s	lyrics	to	the	1965	song	
‘It	Takes	a	Lot	to	Laugh,	it	takes	a	Train	to	Cry’	
	
‘Don’t	the	brakeman	look	good,	Ma,	flaggin’	down	the	
double-e’		
	
Leonardo	da	Vinci	wrote	in	mirror	script	
	
	
Both	pearls	and	the	moon	are	symbols	with	
connections	to	Buddhism,	‘symbols	of	the	
Buddha’s	nature	inherent	in	all	beings.	(Dodd,	
2005,	56)	
	
Comparison	can	be	made	to	Hunters	lyric	
‘Invocation’	from	the	Eagle	Mail	suite	
	
	A	quote	from	the	Dame	Edith	Sitwell	poem	
‘Trio	for	Two	Cats	and	a	Trombone’	
‘When	the	pica	has	the	pica	
in	the	place	of	the	Queen	Chinee!’	
	
Song	 Phrase	 Meaning	
The	Eleven	 Hat-rack	
	
	
Six	proud	walkers	
	
	
Great	white	sperm	whale	
	
	
	
Ride	in	the	whale	belly	
	
Rural	slang	for	a	boney	cow	with	protruding	hip	
bones	that	a	hat	could	be	hung	on	
	
Possibly	originating	from	Robert	Burns	‘Green	
Grow	the	Rushes,	Hol’	
	
A	literary	reference	to	Herman	Melville’s	novel	
Moby-Dick,	relating	to	Ahab’s	pursuit	of	the	
whale	
	
Ties	the	already	mentioned	symbol	of	the	whale	
to	the	Bible	and	the	story	of	Jonah	
	
	
	Before	discussing	the	influence	of	Hunter’s	lyrics,	it	is	important	to	have	a	basic	
understanding	of	how	it	was	believed	that	an	LSD	trip	was	experienced,	and	its	
connections	within	the	counterculture,	as	this	is	reflected	in	many	of	his	songs	and	
without	contextualizing	this	many	of	the	subtleties	can	be	missed;	see	the	discussion	
on	drugs	in	the	section	on	influences	in	Chapter	1.	I	propose	that	the	Grateful	Dead’s	
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psychedelic	music,	particularly	the	works	involving	Hunter’s	lyrics,	could	act	as	a	
guide	for	a	psychedelic	experience.	Whether	this	was	a	conscious	choice	or	occurred	
by	accident	is	less	clear,	but	I	believe	that	this	is	how	the	fan	base	would	have	
interpreted	the	concerts	and	indeed	the	recordings.	This	becomes	more	evident	
when	examining	the	lyrics	of	‘Dark	Star’	and	‘China	Cat	Sunflower’.	It	is	notable	that	
LSD	starts	taking	effect	after	20	minutes,	reaches	its	peak	at	120	minutes	and	starts	
to	wear	off	after	180	minutes,	which	mirrors	a	concert	performance	of	the	Dead,	
where	the	more	experimental	works	tended	to	be	played	in	the	second	set.	This	is	of	
course	dependent	on	the	size	of	the	dose	taken	and	the	strength	of	the	LSD,	which	
was	less	in	the	1960s	compaired	to	modern	versions,	and	this	can	be	observed	in	the	
growing	number	of	after-show	events	in	any	town	where	a	jamband	performs	these	
days,	as	it	takes	longer	for	people	to	‘burn	off’	the	effects	of	the	drug.	
	
4.6.1:	The	lyrics	of	‘Dark	Star’	
‘Dark	Star’	was	a	highly	significant	work	for	the	Grateful	Dead,	and	became	adopted	
as	a	‘Holy	Grail’	for	Deadheads	within	a	set	list.	It	came	to	symbolize	many	of	their	
playing	characteristics,	including	large	poly-instrumental	jams,	but	also	represented	
many	of	the	core	ideas	of	the	time	and	culture,	and	this	is	demonstrated	very	
effectively	in	the	lyrics.	Japanese	Haiku	can	be	arranged	in	a	similar	manner,	where	
each	verse	uses	an	economical	language	to	convey	an	image.	It	has	a	total	of	six	
verses,	three	preceding	each	chorus.		
	
The	central	theme	is	of	a	cosmic	nature,	with	the	collapse	of	a	dark	star.	This	was	
significant	on	multiple	levels;	during	the	1960s	America	was	engaged	in	a	space	race	
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with	the	Soviet	Union,	culminating	in	the	moon	landing	of	1969,	and	themes	of	
space	were	topical.	The	idea	of	a	vast,	unknown	and	fantastic	universe	tied	in	with	
the	quasi-religious	undertones	of	the	counterculture.	This	was	echoed	in	popular	
youth	culture,	including	television,	film	and	comics,	where	themes	of	post	humanism	
and	evolutionary	mutations	of	consciousness	were	popular,	e.g.	Marvel’s	X-Men	and	
Theodore	Sturgeon’s	More	than	Human	(Jeffery,	2016,	95-96).	The	lyrics	can	be	
interpreted	as	a	metaphor	for	the	inner	landscape	of	the	mind	during	an	LSD	trip.	
This	has	been	discussed	by	Boone,	who	suggested	that	the	lyrics	were	‘couched	in	
psychedelic	images,	appropriate	both	to	an	important	part	of	the	Dead’s	audiences	
of	the	period	and	to	the	band’s	own	lifestyle	in	the	later	sixties.	Perched	somewhere	
between	science	fantasy	and	what	some	might	call	paranoid	schizophrenia,	they	
evoke	physical	and	psychological	disaster	of	cosmic	proportions,	but	with	a	
conclusion	that	relies	on	the	evocativeness	of	individual	words,	in	a	distinctly	playful,	
even	humorous	fashion’	(Boone,	1997,	184).	
	
The	lyrics	begin	on	a	grand	scale	with	‘Dark	Star	Crashes’,	and	‘The	forces	tear	loose	
from	the	axis’.	The	verses	are	full	of	metaphor	and	the	concept	of	a	‘Dark	Star’	is	an	
oxymoron,	see	Figure	4.29.	The	focus	in	the	first	verse	moves	abruptly	from	the	
cosmic	to	the	personal	in	the	chorus,	where	the	listener	is	addressed	directly	by	an	
invitation	to	go	‘through	the	transitive	nightfall	of	diamonds’.	This	is	likely	intended	
to	provide	the	drug-influenced	mind	with	a	guide,	as	discussed	in	Leary’s	work.	
Reference	is	made	to	‘clouds	of	delusion’	and	the	transitory	nature	of	the	
experience.	This	whole	verse	could	be	interpreted	by	fans	as	a	metaphor	for	Leary’s	
proposed	first	Bardo,	with	the	first	two	verses	representing	the	experience	of	bodily	
256		
disintegration	and	pressure,	whilst	the	third	verse	hints	at	the	first	glimpse	of	‘the	
clear	light	of	reality’	and	the	loss	of	the	individual’s	ego	and	the	connection	to	
‘something’	bigger	within	the	cosmos.	
	
The	second	verse	engages	with	the	forms	of	smaller	objects,	such	as	a	‘Mirror	
shatters’	and	‘Glass	hand	dissolving’.	They	are	highly	suggestive,	and	describe	the	
process	of	dynamization,	where	solid	objects	are	seen	to	melt.		Furthermore,	the	
third	verse	relates	that	the	‘lady	in	velvet,	recedes	in	the	nights	of	good-bye’.	This	is	
similar	to	depersonalization,	where	the	user	loses	self-perception	whilst	acquiring	a	
more	acute	awareness	of	undifferentiated	unity	and	group	connection.		
	
Leary	suggests	that	during	the	second	Bardo,	there	is	a	risk	of	getting	caught	in	
‘hallucinatory	whirlpools’	as	this	is	a	period	where	the	mind	is	very	open	to	
suggestion.	It	is	therefore	possible	that	the	lyrics	serve	to	provide	‘safe’	suggestion	
to	avoid	a	bad	trip.	Boone	proposed	that	whilst	the	first	verse	of	the	lyrics	projected	
the	listener	into	tonal	doubt,	the	lyrics	of	the	second	verse	change	perspective,	with	
a	reduction	of	scale	to	a	more	intimate,	human	level,	away	from	the	suggested	
violence	of	the	preceding	lyrics	(Boone,	1997).	There	is	the	recurring	theme	of	loss,	
with	the	glass	hand	dissolving	and	the	lady	in	velvet	slipping	away.	I	would	suggest	
that	this	‘loss’	could	instead	be	interpreted	as	ascending	to	a	higher	level	of	
consciousness,	which	would	be	more	in	keeping	with	the	countercultural	beliefs.	
Buddhism	describes	life	as	loss	(Lowenstein,	2005,	34-37),	but	the	counterculture	did	
not	follow	Buddhism	in	its	truest	sense,	and	was	simply	influenced	by	the	
philosophies	proposed.	Given	the	superficial	approach	taken	towards	Eastern	
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beliefs,	I	suspect	the	idea	of	attaining	enlightenment	was	the	priority	rather	than	the	
deeper	reflections	on	the	nature	of	life	that	are	characteristic	of	Buddhism.	
	
It	is	worth	noting	that	Hunter	had	been	influenced	by	T	S	Eliot’s	‘The	Love	Song	of	J.	
Alfred	Prufrock’	at	the	time	of	writing,	and	the	line	‘Let	us	go	then,	you	and	I’	was	
taken	directly	from	this	(Dead.net,	greatest	features	ever	told).	It	was	popular	within	
psychedelic	music	to	use	literary	references	(Echard,	2017)	and	Eliot’s	works	were	
based	around	symbolism	and	addressed	the	reader	directly,	in	a	similar	manner	to	
‘Dark	Star’.	
	
4.6.2:	The	lyrics	of	‘China	Cat	Sunflower’	
Whilst	‘Dark	Star’	tackled	subject	matter	on	a	cosmic	scale	with	an	epic	theme	of	
grandiose	universal	events,	and	the	wonders	of	an	‘astral	projection’	through	the	
great	unknown,	‘China	Cat	Sunflower’	has	a	more	playful	and	personal	feel.	Hunter	
suggested	that	‘the	germ	of	‘China	Cat	Sunflower’	came	in	Mexico,	on	Lake	Chapala;	
‘I	don’t	think	any	of	the	words	came,	exactly	–	the	rhythms	came.	I	had	a	cat	sitting	
on	my	belly,	and	was	in	a	rather	hypersensitive	state,	and	I	followed	this	cat	out	to	–	
I	believe	it	was	Neptune	–	and	there	were	rainbows	across	Neptune,	and	cats	
marching	across	the	rainbow.	This	cat	took	me	in	all	these	cat	places;	there’s	some	
essence	of	that	in	the	song’	(Dodd,	2005).	This	statement	links	his	work	directly	to	
the	core	of	psychedelia,	encapsulating	the	esoteric	nature	of	the	work	and	the	
hallucinogenic	nature	of	the	lyrics.	This	work	was	written	on	LSD	and	effectively	
enacts	a	trip.	This	is	significant	as	the	writing	or	composition	of	music	during	a	trip	
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was	common	in	the	San	Francisco	scene,	whilst	contemporary	UK	groups,	such	as	
the	Beatles,	wrote	about	LSD	trips,	after	the	event.	This	was	discussed	in	Chapter	1.	
	
	The	verses	of	‘China	Cat	Sunflower’	are	nonsensical,	and	appear	to	be	a	string	of	
unconnected	suggestions.	The	first	verse	opens	with	the	suggestion	to	‘look	for	a	
while,	at	the	china	cat	sunflower’,	before	abruptly	stating	‘Proud-walking	jingle	in	
the	midnight	sun’.	This	use	of	oxymorons	continues	in	the	later	verse	with	‘I	rang	a	
silent	bell’.	This	challenges	the	listener’s	perception	of	reality,	by	questioning	the	
nature	of	what	is	commonly	accepted	as	real.	In	many	religions,	the	ringing	of	a	bell	
is	of	spiritual	importance,	and	in	Buddhism,	it	can	represent	the	enlightened	voice	of	
Buddha’s	teachings.	For	this	song,	Hunter	stated	that	clarity	was	not	always	a	
priority,	and	‘Some	songs	are	trying	to	make	sense,	and	others	are	just	dreams……	
Nobody	ever	asked	me	the	meaning	of	this	song	(China	Cat	Sunflower).	People	seem	
to	know	exactly	what	I’m	talking	about.	It’s	good	that	a	few	things	in	this	world	are	
clear	to	all	of	us’	(Richardson,	2014,	104-105).	Garcia	held	the	belief	that	opacity	was	
a	highly	useful	asset,	and	this	practice	often	frustrated	Hunter,	as	he	believed	that	
Garcia’s	‘merciless’	edits	‘drained	all	the	sense	out	of	the	lyrics’	(Richardson,	2014,	
104-105).	Richardson	proposed	that	Garcia’s	love	of	opacity	came	from	his	love	of	
folk	music,	and	that	he	liked	songs	that	hinted	towards	things	going	on	behind	the	
scenes.	In	interview,	he	was	quoted	as	saying	‘the	raw	lyric	might	be	out	front,	but	
what	we’ll	end	up	with	is	something	slightly	more	mysterious’	(Richardson,	2014,	
105).	
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In	the	first	verse	Bodhi	is	mentioned,	referring	to	Buddhist	awakening	and	
enlightenment,	and	it	is	my	contention	that	the	purpose	of	these	seemingly	
disconnected	verses	is	to	provide	a	string	of	suggestions	which	the	drug	influenced	
mind	may	interpret	within	the	context	of	a	trip.	It	is	possible	that	these	statements	
reflect	what	Hunter	experienced	during	his	trip	when	writing	the	song.	The	
description	that	a	‘leaf	of	all	colors,	plays	a	golden	string	fiddle	to	a	double-e	
waterfall	over	my	back’	would	support	that	this	was	a	personal	experience	for	him.		
	
The	Krazy	Kat	was	a	comic	strip,	which	ran	between	1913-44	and	was	later	made	
into	a	1960s	cartoon.	This	has	been	analyzed	extensively,	and	regarded	as	a	
statement	on	freedom	vs	authority,	a	theme	of	relevance	to	the	counterculture	
(Dodd,	2005).	It	is	worth	noting	that	its	creator	George	Herriman	did	not	see	it	this	
way	and	felt	that	he	merely	drew	a	comic	about	a	cat	and	mouse,	but	the	Haight	
Ashbury	scene	did	not	view	it	so	simplistically.	It	may	have	been	watched	whilst	
tripping,	as	it	was	on	television	throughout	this	period	of	time.	It	also	kept	within	the	
broad	theme	of	cats,	which	was	again	referenced	within	the	song	‘like	a	one-eyed	
Cheshire’	which	could	be	a	reference	to	Lewis	Carroll’s	Alice	in	Wonderland	and	‘the	
eagle	winged	palace	of	the	Queen	Chinee’	which	was	a	quotation	from	the	Dame	
Edith	Sitwell’s	poem	‘Trio	for	Two	Cats	and	a	Trombone’.	It	must	also	be	
remembered	as	mentioned	in	the	‘Dark	Star’	section,	that	Hunter	was	reading	a	lot	
of	T	S	Eliot	at	the	time,	and	he	had	written	Old	Possum’s	Book	of	Practical	Cats.	
	
The	reference	to	Alice	in	Wonderland	through	the	‘One-eyed	Cheshire’	was	
significant	as	the	counterculture	viewed	Carroll’s	work	as	emblematic	of	the	LSD	
260		
experience.	The	story	was	also	referenced	by	the	Dead’s	fellow	Bay	Area	band	
Jefferson	Airplane	in	1967,	with	their	song	‘White	Rabbit’,	which	states	‘When	the	
men	on	the	chessboard	get	up,	and	tell	you	where	to	go,	and	you’ve	just	had	some	
kind	of	mushroom,	and	your	mind	is	moving	slow,	go	ask	Alice,	I	think	she’ll	know’	
(Robehmed,	2012).	Analysis	of	‘White	Rabbit’	has	attempted	to	relate	its	entire	story	
to	the	LSD	journey	through	a	trip.	Within	the	counterculture	there	was	a	component	
of	tripping	that	valued	a	whimsical	return	to	nature	and	childhood,	which	was	a	
significant	feature	to	the	Merry	Pranksters	beliefs.	The	potential	delivery	of	deeper	
messages	was	a	byproduct,	and	a	matter	for	the	interpretation	of	the	listener.	This	is	
beyond	the	scope	of	this	thesis,	but	is	clearly	of	relevance	to	these	lyrics.		
	
The	function	of	‘China	Cat	Sunflower’,	in	the	context	of	Leary’s	proposals,	may	fall	
within	the	second	Bardo.	It	does	not	appear	to	reference	the	awakening	of	
enlightenment	or	suggest	guidance	on	a	journey,	but	rather	each	verse	is	highly	
suggestive.	This	would	be	of	greatest	relevance	at	Fadiman’s	stage	3	of	the	trip.	As	
discussed	previously,	improvisational	showcases	and	song	cycles	tended	to	appear	in	
the	second	set	of	the	concert,	and	this	song	was	placed	after	‘Dark	Star’,	which	
arguably	was	of	greater	relevance	for	the	opening	of	a	hallucinogenic	experience.		
	
4.6.3:	The	Lyrics	of	‘The	Eleven’	
The	most	striking	feature	of	‘The	Eleven’,	when	placed	in	this	cycle,	is	how	it	feels	
suggestive	of	an	attempt	to	return	from	a	long	journey	(or	an	LSD	trip).	It	is	partly	a	
counting	song,	a	long-standing	tradition	within	Western	music,	including	such	
examples	as	‘The	Twelve	Days	of	Christmas’	and	‘Children,	Go	Where	I	Send	Thee’.	
261		
Counting	rhymes	were	part	of	the	heritage	of	nursery	rhymes,	such	as	‘A	Gaping	
Wide-mouthed	Waddling	Frog’.	Dodd	went	on	to	say	that	the	counting	part	of	‘The	
Eleven’	was	originally	intended	by	Hunter	to	be	a	part	of	‘China	Cat	Sunflower’,	
which	can	be	seen	through	the	style	of	the	lyrics,	including	references	to	‘six	proud	
walkers	on	a	jingle-bell	rainbow’,	similar	to	the	first	verse	in	‘China	Cat	Sunflower’.	
Like	the	previous	tracks,	the	lyrics	are	suggestive	and	evocative	of	a	‘psychedelic	
landscape’.	Religious	symbolism	is	again	explored,	with	the	‘ride	in	the	whale	belly’	
referring	to	the	book	of	Jonah	in	the	Bible,	where	Jonah	is	saved	from	drowning	by	a	
great	fish,	and	on	praying	to	God	is	vomited	out	(Dodd,	2005)	(although	biologically	
speaking,	a	whale	is	not	a	fish,	a	fact	of	course	unknown	in	Biblical	times).	Again,	
there	are	references	to	literature,	this	time	to	Herman	Melville’s	Moby-Dick,	in	the	
lyrics	‘four	men	tracking	the	great	white	sperm	whale’	with	(with	Ahab,	Starbuck,	
Ishmael	and	Queequeg).	
	
The	unusual	time	signature	of	11/8	fosters	a	sense	of	dechronicization,	and	this	is	
further	emphasized	through	the	interspersing	of	the	main	verse	with	the	counting	
section.	It	should	be	noted	at	this	point	that	the	Dead	altered	the	composition	of	this	
section	frequently	and	cut	out	some	of	the	numbered	parts.	It	is	possible	that	this	is	
also	intended	to	be	symbolic	of	the	third	Bardo,	or	the	end	of	an	LSD	trip.	The	lyrics	
open	by	affirming	that	‘Now	is	the	time	of	returning’,	a	statement	that	is	repeated	at	
the	end.	The	counting	down	feels	like	an	attempt	at	re-entry	to	reality	and	could	be	
loosely	compared	to	the	traditional	countdown	at	the	end	of	a	hypnosis	session.	This	
is	subjective,	but	would	be	consistent	with	countercultural	beliefs.			
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4.6.4:	‘Turn	on	Your	Lovelight’	
‘Turn	on	Your	Lovelight’	stands	apart	from	the	other	songs	of	the	cycle	in	terms	of	
the	lyrics.	The	song	is	a	cover,	and	therefore	not	written	by	or	for	the	Dead,	unlike	
the	others.	Its	music	contains	more	prominent	blues	inflections	and	hence	calls	into	
question	the	extent	to	which	it	relates	to	the	psychedelic	focus	of	this	chapter.	
Nonetheless,	I	would	contend	that	it	contains	a	large	enough	psychedelic	element	to	
warrant	discussion	here.	When	defining	psychedelia,	Echard	referred	to	it	as	a	
special	style,	and	as	‘borrowing	a	great	deal	from	other	styles	and	practices’	(Echard,	
2017,	8).	He	went	on	to	suggest	that	there	were	no	clear	signifiers	as	to	when	a	song	
becomes	psychedelic,	and	that	‘certain	performances	or	long	passages	in	a	
performance	can	be	read	as	psychedelic	through	context,	without	many	or	even	any	
psychedelic	features	in	the	music	as	such’	(Echard,	2017,	140).	I	feel	that	there	are	
enough	features	within	‘Turn	on	Your	Lovelight’	to	consider	it	in	this	light,	given	its	
two-chord	drone	and	the	length	of	the	piece,	made	up	of	large	improvised	jams.	
Therefore,	the	‘composite	effect	could	often	be	psychedelic	because	the	context	in	
which	this	traditional	music	[in	this	case	the	blues]	was	produced	and	received	
would	frame	it	with	psychedelic	elements’	(Echard,	2017,	141).	That	‘Turn	on	Your	
Lovelight’	is	framed	within	a	song	cycle	of	very	psychedelic	works	(‘Dark	Star’,	‘China	
Cat	Sunflower’	and	‘The	Eleven’)	distinctly	locates	it	within	a	distinctly	psychedelic	
context.	As	it	is	the	least	psychedelic	song	in	the	cycle,	‘Turn	on	your	Lovelight’	
served	as	a	‘way	home’	for	the	listener,	as	did	‘Bid	you	Goodnight’	after	‘feedback’.		
	
Generally,	in	their	cover	songs,	the	Dead	do	not	substantially	alter	the	lyrics,	
(Longcroft-Wheaton,	2016),	and	only	make	small	changes	to	assist	the	song	to	feel	
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more	like	one	of	their	own,	typically	by	adding	colloquialisms;	see	Figure	4.32	for	a	
comparison	of	the	original	version	of	‘Turn	on	Your	Lovelight’	with	two	live	Grateful	
Dead	versions,	the	1968	one	analyzed	for	this	chapter,	and	the	Live	Dead	version	
from	1969.	The	comparison	shows	that	the	Dead	do	generally	keep	the	main	
sections	the	same	as	the	Bobby	Bland	version,	with	the	exceptions	of	a	few	changes	
and	extensions	of	lines,	swapping	‘darlin’’	for	‘baby’	and	with	frequent	inserts	of	
‘well’,	‘so’	and	‘and’	at	the	start	of	verses.	
	
The	most	important	part	of	this	cover	song,	is	the	‘rapping’	(not	to	be	confused	with	
the	later	developed	African-American	rap)	and	vocal	improvisations	that	McKernan	
presented	in	the	end	section	of	the	piece.	One	important	difference	between	the	
live	versions	is	that	the	1968	improvisation	contains	a	distinctive	call	and	response	
throughout	the	improvisation	between	McKernan	and	Weir	and	the	Live	Dead	does	
not.	This	interchange	between	the	singers,	along	with	the	overall	sound	of	the	piece	
distinctly	associates	it	with	the	blues.	The	versions	tend	to	be	constructed	of	several	
core	sections,	which	comprise	the	broad	structure	of	McKernan’s	ad-libbed	vocals,	
and	these	are	‘let	it	Shine	on	Me’,	‘A	bit	of	your	lovin’,	the	‘early	in	the	morning’	and	
‘late	in	the	evening’	and	‘It’s	all	I	need’	which	are	highlighted	in	red.	Both	versions	
then	work	around	these	concepts	by	making	continual	use	of	the	repetition	of	
certain	lyrics.	Each	track	also	contains	parts	unique	to	itself	and	those	that	reappear	
within	other	‘Turn	on	Your	Lovelight’	live	performances	that	McKernan	will	focus	on.	
The	Live	Dead	recording	shows	the	‘Baby	please’	and	‘I	just	got	to’	repetitions,	
highlighted	in	blue,	but	the	1968	version	adds	a	few	more,	including	a	long	section	of	
‘A	little	bit	higher’,	‘All	I	need’	and	‘I	just	have	to	have	it’,	highlighted	in	pink.	
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One	distinctly	psychedelic	trait	that	can	be	found	within	the	song’s	blues	appearance	
is	associated	with	Weir’s	vocal	line,	where	the	use	of	the	voice	as	a	sound	effect	is	
deployed.	In	this	case	it	takes	the	form	of	non-sung	sounds	(Echard,	2017,	78).	This	
would	appear	to	be	a	characteristic	feature	of	Weir’s	vocal	style	as	it	occurs	in	the	
singing	of	many	of	his	tracks	such	as	‘Good	Lovin’,	‘Dancing	in	the	Street’	and	
‘Playing	in	the	Band’.	It	is	this	juxtaposition	of	a	psychedelic	characteristic	within	a	
blues	song	that	justifies	the	examination	of	this	piece.	
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Figure	4.30:	Vocal	comparison	of	‘Turn	on	Your	Lovelight’	
																																																																																												Turn	on	Your	Lovelight	lyrics	
Original	version	Bobby	Bland	1961	 Grateful	Dead	Live	Dead	1969	first	recorded	
version	(Dodd,	2005)	
Grateful	Dead	2/23/68	live	version	
Without	a	warning	you	broke	my	heart	
You	took	it	darlin’	and	you	tore	it	apart	
You	left	me	sitting	in	the	dark,	crying	
You	said	your	love	for	me	was	dying	
	
I’m	begging	you,	baby,	baby	please	
I’m	begging	you,	baby,	baby	please	
Turn	on	the	light,	let	it	shine	on	me	
Turn	on	your	love	light,	let	it	shine	on	me	
And	let	it	shine,	shine,	shine,	let	it	shine	
	
And	I	wanna	know	
	
I	got	a	little	lonely	
In	the	middle	of	the	night	
I	need	you	darlin’	
To	make	things	all	right	
	
Come	on	baby,	come	on	please	
Come	on	baby,	baby	please	
Turn	on	the	light,	let	it	shine	on	me	
Turn	on	your	love	light,	let	it	shine	on	me	
A	little	bit	higher,	a	little	bit	higher	
Just	a	little	bit	higher,	a	little	bit	higher	
A	little	bit	higher	
	
Come	on	baby,	come	on	please	
I’m	begging	you	baby,	I’m	down	on	my	knees	
Turn	on	the	light,	let	it	shine	on	me	
Turn	on	your	love	light,	let	it	shine	on	me	
	
I	feel	alright,	I	feel	alright	
I	feel	alright,	I	feel	alright,	baby	
Without	warning,	you	broke	my	heart	
Taken	it	baby,	tore	it	apart	
And	you	left	me	standing,	in	a	dark	clime	
Said	your	love	for	me	was	dyin’	
	
So	come	on	baby,	baby	please	
I’m	begging	you	baby,	I’m	on	my	knees	
Turn	on	your	love	light,	let	it	shine	on	me	
Turn	on	your	love	light,	let	it	shine	on	me	
Let	it	shine,	let	it	shine,	let	it…	
	
Well	I	get	a	little	lonely		
In	the	middle	of	the	night	
And	I	need	you	darling	to	make	things	all	right	
So	come	on	baby,	baby	please	
And	I’m	begging	you	baby,	‘cause	I’m	on	my	knees	
	
Turn	on	your	love	light,	let	it	shine	on	me	
Turn	on	your	love	light,	let	it	shine	on	me	
Let	it	shine,	let	it	shine,	let	it…	
	
Without	a	warning,	you	broke	my	heart	
Taken	it	baby,	tore	it	apart	
And	you	left	me	standing,	in	a	dark	clime	
Said	your	love	for	me	was	dyin’	
So	come	on	baby,	baby	please	
I’m	begging	you	baby,	I’m	on	my	knees	
	
Turn	on	your	love	light,	let	it	shine	on	me	
Turn	on	your	love	light,	let	it	shine	on	me	
Let	it	shine,	let	it	shine,	let	it…	
	
Well	I	get	a	little	lonely	in	the	middle	of	
The	night	
And	I	need	you	baby	to	make	things	all	right	
Without	warning,	you	broke	my	heart	
Taken	it	baby,	tore	it	apart	
And	you	left	me	standing,	in	a	dark	clime	
Said	your	love	for	me	was	dyin’	
	
So	come	on	baby,	baby	please	
I’m	begging	you	baby,	I’m	on	my	knees	
Turn	on	your	light,	let	it	shine	on	me	
Turn	on	your	love	light,	let	it	shine	on	me	
Let	it	shine,	let	it	shine,	let	it…	
	
Well	I	get	a	little	lonely		
In	the	middle	of	the	night	
And	I	need	you	baby	to	make	things	all	right	
So	come	on	baby,	baby	please	
And	I’m	begging	you	baby,	and	I’m	on	my	knees	
	
Turn	on	your	light,	let	it	shine	on	me	
Turn	on	your	love	light,	let	it	shine	on	me	hey	
Let	it	shine,	let	it	shine,	let	it…	
	
Without	a	warning,	you	broke	my	heart	
Taken	it	baby,	tore	it	apart	
And	you	left	me	standing,	in	a	dark	clime	
Said	your	love	for	me	was	dyin’	
So	come	on	baby,	baby	please	
I’m	begging	you	baby,	I’m	on	my	knees	
	
Turn	on	your	light,	let	it	shine	on	me	
Turn	on	your	love	light,	let	it	shine	on	me	
Let	it	shine,	let	it	shine,	let	it…	
	
Well	I	get	a	little	lonely	in	the	middle	of	
The	night	
And	I	need	you	darlin’	to	make	things	all	right	
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So	come	on	baby,	baby	please	
And	I’m	begging	you	baby,	‘cause	I’m	on	
My	knees	
	
Turn	on	your	love	light,	let	it	shine	on	me	
Turn	on	your	love	light,	let	it	shine	on	me	
	
	
	
[McKernan	improvisation]	
	
Let	it	shine	on	me,	let	it	shine	on	me	
Let	it	shine	on	me,	let	it	shine	on	me		
Why	don’t	you	let	it	shine	on	me	
Why	don’t	you	let	it	baby	shine	on	me	
Early	in	the	morning	let	it	shine	on	me	
Late	in	the	evening	let	it	shine	on	me	too	
Well	that’s	all	I	need,	I	just	got	to	get	some	
That’s	all	I	need,	I	just	got	to	get	some	
I	just	got	to,	I	just	got	to	
Get	a	little	more,	yes	I	do	
And	I	don’t	want	it	all,	I	just	want	a	little	bit	
I	don’t	want	it	all,	no	no	no	no,	I	just	want	a	little	bit	
A	little	bit	of	your	lovin’,	a	little	of	your	kissin’	
A	little	of	your	rollin’,	that’s	all	I	want	
Baby	please,	baby	please	
Baby	please,	baby	please	
Just	like	a	stingray,	on	a	four-day	ride	
Now	wait	a	minute,	I	wanna	to	tell	you	about	my	baby	
I	wanna	tell	you	how	come	she	make	me	feel	so	good	
Yes	she	do,	yes	she	do	
I	know	she	make	me	feel	all	right,	yes	she	do	
	
She’s	got	box-black	nitties	
And	great	big	noble	thighs	
Working	undercover	with	a	boar	hog’s	eye	
	
So	come	on	baby,	(come	on	baby)	baby	please	(baby	please)	
And	I’m	begging	you	baby,	(I’m	begging	you	baby)	‘cause	I’m	on	
My	knees	(on	my	knees)	
	
Turn	on	your	light,	(turn	on	your	light),	let	it	shine	on	me,	(let	it	shine	on	me)	
Turn	on	your	love	light,	(turn	on	your	love	light),	let	it	shine	on	me	(let	it	shine	
on	me)	
	
[McKernan	improvisation]	
	
Let	it	shine	on	me,	(let	it	shine	on	me),	let	it	shine	on	me,	(let	it	shine	on	me)	
Let	it	shine	on	me,	it’s	all	I	need	(shine	on	me),		
Early	in	the	morning,	(shine	on	me)	
Late	in	the	evening,	(let	it	shine	on	me)	
It’s	all	I	need,	(shine	on	me)	
A	bit	of	your	loving,	(shine	on	me)	
A	little	of	your	huggin’	(shine	on	me)	
A	little	of	your	kissin,	(shine	on	me)	
And	I	don’t	want	it	all,	(shine	on	me)	
I	just	want	a	little	but,	(shine	on	me)	
I	don’t	want	it	all,	(shine	on	me)	
I	just	want	a	little	bit,	(shine	on	me)	
Your	sweet	little	lovin’,	(shine	on	me)	
Sweet	little	huggin’	too,	(shine	on	me)	
Sweet	little	kissin’,	(shine	on	me)	
That’s	all	that	I	need,	(shine	on	me)	
Why	don’t	you,	(shine	on	me)	
Turn	it	all	up	now,	(shine	on	me)	
Turn	it	on,	(shine	on	me)	
It’s	all	I	need,	(shine	on	me)	
Is	a	little	bit	of	light,	(shine	on	me)	
A	little	bit	of	love	light,	(shine	on	me)	
All	I	need,	(shine	on	me)	
Late	in	the	morning,	(shine	on	me)	
It’s	all	I	need,	(shine	on	me)	
Late	in	the	evening	too,	(shine	on	me)	
Just	got	to	have	it,	(shine	on	me)	
I	just	got	to	have	it,	(shine	on	me)	
Have	it,	(shine	on	me)	
Bring	it	on	up,	(shine	on	me)	
A	little	bit	higher,	(shine	on	me),	A	little	bit	higher,	(shine	on	me)	
A	little	bit	higher,	(shine	on	me),	A	little	bit	higher,	(A	little	bit	higher)	
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A	little	bit	higher,	(A	little	bit	higher),	A	little	bit	higher,	(A	little	bit	higher)	
A	little	bit	higher	baby,	(A	little	bit	higher)	
A	little	bit	higher,	is	all	that	I	need,	(A	little	bit	higher)	
A	little	bit	higher,	(A	little	bit	higher),	A	little	bit	higher,	(A	little	bit	higher)	
A	little	bit	higher,	(A	little	bit	higher),	A	little	bit	higher,	(A	little	bit	higher)	
A	little	bit	high,	(A	little	bit	higher),	A	little	bit	higher,	(A	little	bit	higher)	
A	little	bit	higher,	(A	little	bit	higher),	A	little	bit	higher,	(A	little	bit	higher)	
A	little	bit	higher,	(A	little	bit	higher),	A	little	bit	higher,	(A	little	bit	higher)	
Keep	on	pushing,	(A	little	bit	higher)	
Push	it	on	up,	(A	little	bit	higher),	Push	it	on	up,	(A	little	bit	higher)	
Moving	on	up,	(A	little	bit	higher),	Moving	on	up,	(A	little	bit	higher)	
Moving	on	up,	(A	little	bit	higher)	
A	little	bit	higher,	(A	little	bit	higher)	
I’ve	got	to	get,	(A	little	bit	higher),	I’ve	got	to	get,	(A	little	bit	higher)	
O	no,	(A	little	bit	higher)	
Yeah	he,	(A	little	bit	higher)	
Come	on	baby,	(A	little	bit	higher)	
O	lord,	(A	little	bit	higher)	
A	little	bit	higher,	(A	little	bit	higher)	
I’ve	got	to	get,	(A	little	bit	higher),	I’ve	got	to	get,	(A	little	bit	higher)	
I’ve	got	to	get,	(A	little	bit	higher),	I,	I,	(A	little	bit	higher)	
Oooh,	Oooh,	Oooh,	Oooh,	I’ve	got	to	get	
I’ve	got	to	get,	(Oooh),	I’ve	got	to	get,	(Oooh)	
I’ve	got	to	get,	(Oooh),	I’ve	got	to	get,	(Oooh),	I’ve	got	to	get,	(Oooh)	
Oh	no,	oh	no,	Oh	no,	oh	no,	,	Woo	ho	
All	I	need	(Oooh),	All	I	need	(Oooh)	
All	I	need,	All	I	need,	All	I	need,	(All	I	neeeeeeed)	
All	I	need,	(All	I	need),	All	I	need,	(All	I	need)	
All	I	need,	(All	I	need),	All	I	need,	(All	I	need)	
A	little	bit	higher,	(little	bit	higher),	A	little	bit	higher,	(little	bit	higher)	
A	little	bit	higher,	A	little	bit	higher,	A	little	bit	higher,	A	little	bit	higher,	A	little	
bit	higher	
All	I	need	(woo	ho),	All	I	need	(woo	ho),	All	I	want	
Ooooh	
All	
I	
Woo	ho	woo	ho	
Wooh,		
Wooh,		
	
A	little	bit	higher,	(little	bit	higher),	A	little	bit	higher,	(little	bit	higher)	
A	little	bit,	(little	bit	higher),	A	little	bit,	(little	bit	higher)	
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A	little	bit,	(little	bit	higher),	A	little	bit,	(little	bit	higher)	
A	little	bit,	(little	bit	higher),	A	little	bit,	(little	bit	higher)	
(Little	bit	higher),	(Little	bit	higher),	(Little	bit	higher),	(Little	bit	higher)	
(Little	bit	higher),	(Little	bit	higher),	(Little	bit	higher)	
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4.6.5:	Conclusions	
This	chapter	has	examined	the	Grateful	Dead’s	exploration	of	psychedelia	and	has	
identified	several	of	the	main	aspects	of	their	work,	which	closely	associate	them	
with	this	movement.	These	included	a	change	within	the	style	and	content	of	their	
song	lyrics,	their	movement	away	from	pentatonic	and	blues	scales	towards	the	use	
of	modes	and	their	development	of	song	cycles.	Psychedelia	was	more	than	just	a	
movement	within	popular	music	and	incorporated	many	different	areas	of	the	arts,	
and	as	might	be	expected	the	Dead	presented	many	other	connections	to	the	wider	
psychedelic	movement	such	as	stage	management,	lighting	effects	(liquid	light	
displays)	and	the	band’s	placement	of	speakers,	which	have	not	been	included	in	the	
above	discussion	as	they	lie	beyond	the	scope	of	this	study.	The	Dead	have	openly	
discussed	their	use	of	LSD	and	other	hallucinogenic	drugs	and	it	has	been	widely	
recognized	how	their	influence	on	the	countercultural	scene	would	later	lead	to	the	
car-park	carnival	which	was	to	become	synonymous	with	the	Grateful	Dead’s	live	
events	(Zimmerman,	2008).	
	
Song	cycles	were	a	defining	feature	of	the	Grateful	Dead’s	live	performances,	and	
integral	to	this	development	was	the	process	of	song	morphing,	a	jamband	
characteristic	and	an	integral	layer	within	the	definition	of	the	Dead’s	musical	style.	
The	way	that	the	Dead	created	and	built	upon	this	process	was	unique	within	1960s	
popular	music	and	was	subsequently	adopted	by	other	jambands,	becoming	one	of	
the	long-lasting	legacies	left	by	the	band.	In	many	ways,	it	could	be	considered	as	
symbolic	of	the	countercultural	ideals	of	the	time	and	reflective	of	dynamization	
within	psychedelia.	This	particular	morph	illustrated	many	of	my	proposed	features	
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within	layer	4,	including	the	alteration	of	the	chord	progressions	used,	the	need	to	
adjust	key	and	time	signature	and	the	reuse	of	musical	material	from	other	tracks.	
The	only	area	that	was	not	present	was	that	it	did	not	feature	improvisations	that	
would	later	develop	into	their	own	musical	entity.	
	
It	was	notable	through	the	analysis	of	this	particular	song	cycle	how	the	Grateful	
Dead	were	expanding	their	range	of	techniques,	and	moving	away	from	their	blues	
roots.	This	was	evident	both	in	their	adoption	of	the	Mixolydian	mode	and	through	
the	lyrics	of	their	songs,	upon	which	Hunter	had	a	profound	influence	upon.	Modal	
harmonies	had	been	used	in	classical	music	going	back	several	centuries	but	were	
growing	in	popularity	within	the	1960s-popular	music	scene,	where	their	sounds	
were	held	to	possess	exotic	connotations	and	to	carry	inflections	of	Eastern	music,	
particularly	when	combined	with	two-chord	drones.	Importantly,	the	separation	
from	the	blues	from	which	so	much	popular	music	originated	was	in	itself	significant,	
and	marked	a	turning	point	for	the	Dead	in	their	experimentation	with	sound	and	
the	creation	of	long,	flowing	phrases	that	seemingly	lacked	overall	direction.	
	
Prior	to	joining	the	Dead,	the	song	lyrics	had	mainly	been	written	by	McKernan	and	
Garcia,	one	rooted	in	the	blues	and	the	other	in	folk.	Garcia	later	‘admitted’	that	he	
felt	his	lyric	writing	was	‘woefully	inadequate’	(Richardson,	2014,	103).	Hunter’s	
lyrics	were	far	more	poetic	and	filled	with	metaphors	and	imagery	in	comparison	to	
their	earlier	works,	tapping	into	countercultural	themes	of	spirituality	and	cosmic	
awareness	in	a	way	that	had	not	previously	been	achievable.	This	development	
helped	to	further	separate	the	Dead	from	their	blues	roots,	whilst	contributing	to	
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the	emerging	psychedelic	sound	and	helping	the	Dead	shape	their	own	musical	
voice.	This	style	of	lyricism	was	later	emulated	in	many	other	jamband	songs,	such	as	
Jefferson	Airplane’s	‘White	Rabbit’,	Phish’s	‘Bathtub	Gin’	and	the	String	Cheese	
Incident’s	‘Jellyfish’,	and	the	evocative	imagery	in	my	opinion	suited	the	exploratory	
nature	of	improvised	jams.	These	lyrics	were	also	fundamental	in	connecting	the	
band	with	psychedelia	through	the	context	of	the	music	and	the	subject	matter	
presented.		
	
Whilst	I	have	analyzed	the	poetic	qualities	of	the	lyrics	with	reference	to	their	
symbolism	within	psychedelia,	I	have	not	gone	into	any	detail	in	regards	to	the	
emerging	vocal	techniques	employed	in	singing	psychedelic	music.	These	include	
vocal	doubling,	choral	textures,	multiple	speaker	blur	and	oblique	motion	between	
background	and	lead	vocals	(Echard,	2017,	77-78).	This	is	because	in	the	tracks	I	
examined	the	Dead	were	not	using	such	techniques.	It	was	notable	that	later	they	
did	start	adopting	some	of	these	approaches,	but	not	to	the	degree	seen	in	other	
psychedelic	groups	such	as	the	Yardbirds	‘For	Your	Love’	or	the	Mamas	and	Papas	
‘Monday,	Monday’.	It	is	my	opinion	that	it	was	the	lyrical	content	that	was	important	
here,	together	with	the	psychedelic	sound	created	through	the	instrumentation,	
particularly	the	use	of	drones,	poly-instrumental	jams	and	the	Mixolydian	mode	with	
its	countercultural	associations	with	raga	and	Hindustani	music.		
	
A	further	topic	of	importance	is	the	incorporation	of	folk	music	and	folklore	into	
psychedelia,	and	the	similarities	between	musical	exoticism	and	folklorism,	which	
have	been	discussed	by	Ralph	Locke	in	his	2009	book	Musical	Exoticism:	Images	and	
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Reflections.	The	Dead	were	heavily	influenced	by	folk	and	country	music	in	one	
particular	period	of	its	career,	and	this	will	be	discussed	in	the	next	chapter.		
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Chapter	5:	The	Country	Dead	
5.1:	Overview	
Throughout	the	1960s	the	Grateful	Dead	had	expanded	and	developed	through	the	
countercultural	scene.	Their	works	had	been	focused	around	the	psychedelic	
exploration	of	consciousness,	which	had	begun	in	the	Acid	Tests	and	culminated	
with	the	release	of	their	studio	album	Aoxomoxoa	and	the	live	recording	of	Live	
Dead.	However,	times	were	changing.	In	1969,	the	Altamont	Speedway	festival	and	
the	Manson	murders	had	cast	a	shadow	over	both	‘hippies’	and	the	counterculture,	
to	which	the	Dead	were	so	closely	connected	(Poole,	2016,	16).	It	was	a	time	of	
political	upheaval,	with	the	Vietnam	conflict	escalating,	unparalleled	racial	tensions	
erupting	and	a	sexual	revolution	leading	young	Americans	to	question	their	
definitions	of	what	it	meant	to	be	American,	and	whilst	the	counterculture	had	
previously	appeared	to	offer	a	path	for	individualism	and	self-discovery,	this	was	no	
longer	resonating	as	deeply	with	the	youth	of	the	country	(Mitchell,	2016,	135).		
	
The	Dead	had	significant	problems	of	their	own,	having	a	drugs	related	court	case	
hanging	over	their	head	with	the	possibility	of	jail	time,	the	accumulated	a	debt	of	
$200,000	for	the	time	they	took	for	recording	Anthem	of	the	Sun,	and	the	financial	
loss	of	$150,000	when	their	manager	Lenny	Hart,	Mickey’s	father,	fled	with	some	of	
their	accumulated	earnings	(Jackson,	1999,	181).	The	Dead	needed	a	commercially	
successful	album	which	could	be	produced	quickly	in	a	cost-effective	manner,	and	
which	would	resonate	with	the	changing	cultural	and	political	landscape	(Poole,	
2016).	Garcia	stated	‘we	didn’t	want	to	incur	an	enormous	debt	like	we	had	been….	
So,	I	was	thinking,	when	we	go	into	the	studio	next	time,	let’s	try	a	real	close-to-the-
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bone	approach,	like	the	way	they	record	country	and	western	records	–	a	few	
instruments,	relatively	simple	and	easy-to-perform	songs.	It	was	quite	conscious’	
(Jackson,	1999,	181).	It	was	against	this	backdrop	that	in	June	1970	Workingman’s	
Dead	was	released,	followed	in	November	of	the	same	year	by	American	Beauty.	
Kreutzmann	reflected	upon	these	albums	in	his	autobiography,	where	he	discussed	
some	of	these	issues.	In	particular,	the	deaths	of	several	of	the	Dead’s	family	
members,	as	well	as	Jimi	Hendrix	and	Janis	Joplin	in	late	1970	and	the	disaster	of	the	
Altamont	festival	had	taken	their	toll,	and	songs	like	‘Dire	Wolf’	and	‘Box	of	Rain’	
were	reflective	of	these	losses	(Kreutzmann,	2015,	137-138).		
	
Folk	music	had	been	a	cornerstone	of	American	popular	culture,	but	by	the	late	
1960s	had	gone	into	decline.	The	sense	of	optimism	in	which	the	folk	revival	had	
flourished	had	declined	with	angry	protests,	political	rallies	ending	with	brutal	
backlashes	from	the	police	and	authorities.	Key	players	such	as	Bob	Dylan	had	
openly	rebelled	against	tradition,	playing	‘folk	rock’	sets	at	the	Newport	folk	festival	
in	1965	and	artists	such	as	Eric	Clapton	and	Jimi	Hendrix	had	similarly	mingled	folk	
sounds	with	rock	(Mitchell,	2016,	136-137).	The	Dead	therefore	became	interested	
in	this	sound	when	arguably	it	had	lost	at	least	some	of	its	mainstream	appeal.	
However,	the	subject	matter,	lyrics	and	arrangements	were	‘rooted	in	dusty,	rough	
and	tumble	history	and	folklore,	charting	the	long,	winding	path	to	self-discovery…	
without	stating	exactly	how	it	should	be	followed’,	which	fitted	into	the	Dead’s	
outlook	very	well.	‘By	utilizing	the	traditional	tenets	of	American	popular	music	–	
hooks	and	bridges,	three-part	harmonies	–	the	dead	addressed	America	from	the	
acutely	self-aware	perspective	of	having	one	foot	firmly	planted	in	the	popular	
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culture	dialogue	while	simultaneously	letting	the	other	foot	dangle	in	a	groundless	
space	that	defined	temporality’	(Poole,	2016,	1).	By	embracing	country	music,	the	
Dead	were	acknowledging	the	political	and	cultural	changes	of	the	time,	and	were	
addressing	rather	than	ignoring	the	troubles	which	mattered	to	the	youth	of	
America,	whilst	not	abandoning	the	ideals	and	countercultural	scene	(Poole,	2016,	
4).	Kreutzmann	stated	that	whilst	they	were	attempting	to	be	like	a	Bakersfield	
country	band,	they	held	to	their	psychedelic	roots,	just	with	a	‘more-steady’	
approach,	particularly	for	the	purposes	of	studio	recording	(Kreutzmann,	2015,	138).	
	
In	this	chapter	I	will	examine	how	the	Dead	assimilated	folk	and	country	stylistic	
features	into	their	evolving	sound,	through	analysis	of	selected	songs	from	
Workingman’s	Dead	and	American	Beauty,	and	I	will	discuss	why	these	albums	
became	so	successful	and	such	a	component	of	the	Dead’s	repertoire.	The	focus	for	
the	analysis	will	be	directed	towards	the	types	of	harmonic	progressions	that	have	
been	used	and	their	comparison	to	traditional	country	music	structure,	the	stylistic	
features	that	the	Dead	have	chosen	to	incorporate	into	their	sound	palette	and	how	
Hunter’s	lyrics	developed	from	their	deep-seated	psychedelic	roots	into	the	defining	
aspect	of	the	album’s	character.	This	analysis	will	place	its	focus	on	the	studio	
albums	in	comparison	to	the	live	performances,	where	differences	are	notable.	One	
of	the	main	contributing	factors	in	the	chapter’s	choice	of	which	version	of	the	music	
to	study	is	the	‘iconic’	nature	that	the	albums	hold	within	the	band’s	history,	and	
their	place	within	popular	music	as	a	whole.	The	Rolling	Stone	magazine’s	survey	
placed	them	as	262	and	258	respectively	in	their	500	greatest	albums	of	all	time.	The	
Dead	also	featured	on	the	list	with	Anthem	of	the	Sun	at	number	288,	but	had	their	
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highest	placed	entry	on	the	list	with	Live	Dead	featuring	at	number	247.	Their	
position	within	the	list	may	not	be	that	high,	but	not	many	jambands	were	featured,	
and	only	Quicksilver	Messenger	Service’s	appearance	at	189	and	Jefferson	Airplane	
positions	at	146	and	373	stand	out.	
	
5.2:	The	Workingman’s	Dead	and	American	Beauty	Albums	
Workingman’s	Dead	was	released	after	two	weeks	of	recording	on	June	14	1970.	For	
this	album,	the	Dead	changed	their	studio	strategy	and	had	the	majority	of	the	
material	ready	before	entering	the	studio.	Most	of	these	songs	had	been	performed	
live	for	several	months	before	the	recording	took	place.	Their	producer	Bob	
Matthews	stated	that	the	band	had	learned	‘everything	not	to	do	when	making	
Aoxomoxoa’,	and	that	‘recording	what	would	become	Live	Dead	set	us	up	to	go	into	
the	studio	that	next	time	knowing	how	to	make	an	album’	(quoted	in	Poole,	2016,	
13).	Garcia	and	Hunter	had	come	together	during	their	previous	psychedelic	works	
and	had	developed	a	strong	songwriting	partnership.	During	this	period,	they	were	
living	in	the	same	house	along	with	Garcia’s	then	girlfriend	and	later	wife	Carolyn	
Garcia	‘Mountain	girl’.	It	is	worth	noting	that	she	had	been	a	Merry	Prankster	when	
they	met	and	had	mentioned	in	interviews	how	Garcia	used	to	drive	her	crazy	from	
practicing	Slonimsky’s	Thesaurus	‘back	in	the	day’.	Lesh	referred	to	the	creation	of	
these	songs	as	‘almost	miraculous’	(Lesh,	2005).	Kreutzmann	felt	the	same	way,	and	
has	stated	that	in	his	opinion	the	Garcia/Hunter	partnership	produced	some	of	the	
best	songs	they	had	to	offer,	and	that	when	playing	live,	the	band	would	particularly	
look	forward	to	performing	these	works	(Kreutzmann,	2015138-139).	A	similar	
strategy	was	implemented	for	the	recording	of	American	Beauty	later	in	the	year,	
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and	it	was	released	on	November	1	1970.	Steve	Barnard	stated	that	‘American	
Beauty	was	a	very,	very	live	record.	Frankly,	I	had	heard	bad	stories	about	engineers’	
interactions	with	the	Dead	and	about	how	they	always	had	a	thousand	people	in	the	
control	room	and	hippies	camping	out	in	the	studio	and	massive	acid	parties.	But	
what	I	found	were	a	bunch	of	hardworking	guys,	a	great	tight	band	who	had	
woodshedded	everything,	who	knew	exactly	what	they	wanted	to	lay	down	and	
where	they	wanted	to	go	with	it.	The	vocals	were	all	ready.	There	was	not	a	lot	of	
experimentation.	They	had	sat	around	in	a	circle	and	rehearsed	this	record	with	
acoustic	guitars,	and	played	most	of	the	songs	live,	too,	I	believe,	so	they	were	ready	
to	go’	(Jackson,	1999,	196-197).	
	
Both	of	these	albums	are	commonly	regarded	as	a	showcase	for	the	Hunter/Garcia	
partnership,	and	this	is	illustrated	in	Figure	5.1,	which	reveals	that	Hunter	wrote	all	
but	one	of	the	songs	on	the	two	albums,	with	McKernan	providing	the	remaining	
track.	In	contrast	McKernan’s	role	was	diminished,	with	Constanten	taking	an	
increased	role	on	the	keyboard,	leaving	McKernan	to	play	harmonica	and	various	
percussion	instruments	when	not	singing.	This	would	change	later	in	1970	when	
Constanten	left	the	band	and	McKernan	had	to	return	to	organ	duties	(Poole,	2016,	
17).	Issues	with	Lenny	Hart	were	putting	a	strain	on	Mickey	Hart’s	relationship	within	
the	band	leading	to	him	taking	a	break	from	February	1971	until	1974,	and	it	is	
notable	that	there	is	a	paucity	of	percussion	apart	from	a	straight	trap	kit	rhythm	in	
the	tracks	on	Workingman’s	Dead.	During	the	recording	of	American	Beauty	Crosby,	
Stills,	Nash	and	Young	were	recording	in	the	same	studio,	and	the	Dead	gained	help	
and	advice	from	them	during	this	period.	The	singers	learned	about	harmonizing	and	
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Garcia	played	pedal	steel	on	one	of	their	records,	and	as	such	their	musical	circles	
overlapped	(Kreutzmann,	2015,	141).		
	
The	songs	from	these	two	albums	became	very	popular,	and	formed	part	of	the	
staple	line-up	of	many	set	lists	over	the	years.	When	it	is	considered	that	‘Dark	Star’	
has	only	been	performed	live	219	times,	it	is	significant	that	tracks	such	as	‘Sugar	
Magnolia’	and	‘Black	Peter’	received	594	and	343	performances	respectively,	see	
Figure	5.1.	‘Sugar	Magnolia’	was	an	incredibly	versatile	rock	tune,	enabling	it	to	be	
inserted	in	more	places	within	the	set	as	opposed	to	‘Dark	Star’	which	was	longer	are	
required	a	more	‘delicate’	mindset	from	the	band	and	time	for	performance.	
	
Figure	5.1:	Statistics	about	Workingman’s	Dead	and	American	Beauty	
																						Workingman’s	Dead	 																												American	Beauty	
Song	 Number	of	
times	played	
(from	2314	
shows)	
Date	of	first	
performance	
Song	 Number	of	
times	played	
(from	2314	
shows)	
Date	of	first	
performance	
Uncle	John’s	
Band	
(Hunter)	
332	 12/4/69	 Box	of	Rain	
(Hunter)	
161	 10/9/72	
High	Time	
(Hunter)	
133	 6/21/69	 Friend	of	the	
Devil		
(Hunter)	
304	 2/28/70	
Dire	Wolf	
(Hunter)	
226	 6/7/69	 Sugar	Magnolia	
(Hunter)	
594	 7/30/70	
New	Speedway	
Boogie	
(Hunter)	
55	 12/20/69	 Operator	
(McKernan)	
4	 8/18/70	
Cumberland	
Blues	
(Hunter)	
223	 11/8/69	 Candyman	
(Hunter)	
277	 4/3/70	
Black	Peter	
(Hunter)	
343	 12/4/69	 Ripple	
(Hunter)	
39	 8/18/70	
Easy	Wind	
(Hunter)	
44	 9/1/69	 Brokedown	
Palace		
(Hunter)	
215	 8/18/70	
Casey	Jones	
(Hunter)	
312	 6/20/69	 Till	the	Morning	
Comes		
(Hunter)	
5	 9/18/70	
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For	the	purposes	of	this	chapter,	the	primary	analysis	will	be	based	on	the	studio	
recordings.	This	is	because	both	of	these	albums	achieved	cult	status	within	the	
Grateful	Dead	fan	base,	and	went	platinum	in	terms	of	sales.	This	is	not	however	a	
departure	from	studying	live	recordings,	as	both	were	recorded	in	a	studio	as	a	‘live	
style’	set	up,	and	apart	from	the	occasional	overdub	or	added	part,	can	be	
considered	(and	was	considered,	by	the	sound	engineers)	almost	to	be	a	live	album.	
Furthermore,	where	significant	differences	between	the	studio	performance	and	live	
sets	have	occurred,	these	will	be	discussed	alongside	‘typical’	concert	set	lists.	The	
studio	recordings	are	of	high	quality,	and	all	parts	can	be	easily	distinguished.	It	is	
notable	that	the	Grateful	Dead	made	a	conscious	effort	when	developing	these	
albums	to	produce	a	‘definitive’	studio	version,	which	is	a	departure	from	earlier	
works,	and	as	such	I	feel	it	is	consistent	with	the	Dead’s	approach	to	make	the	studio	
recording	the	focus	for	this	analysis.	
	
Before	the	recording	of	Workingman’s	Dead,	the	Dead	had	already	played	the	songs	
live,	and	the	new	material	was	beginning	to	make	up	a	substantial	part	of	their	set	
lists	compared	to	their	other	works	as	can	be	seen	in	Figures	5.2a	and	5.2b,	where	
two	shows	from	before	the	album	release	are	compared,	from	12/12/69	and	
5/15/70	respectively.	The	pieces	recorded	for	the	studio	albums	were	therefore	
developed,	and	many	of	the	defining	riffs	and	ideas	had	become	firmly	established	
through	the	rigor	of	live	performance.		
	 	 	 Attics	of	my	Life	
(Hunter)	
48	 5/14/70	
	 	 	 Truckin’	
(Hunter)	
519	 8/18/70	
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Figure	5.2a:	Set	analysis	for	THELMA	12/12/69	
Setlist	
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Cold	Rain	and	Snow	 C	 N	 5.53	 	
			
			
			
			
			
			
Se
t	1
		
The	Grateful	Dead	
Me	and	my	Uncle	 C	 N	 4.05	 	 	
Easy	Wind	 O	 N	 9.33	 	 Workingman’s	Dead	
Cumberland	Blues	 O	 N	 7.39	 	 Workingman’s	Dead	
Black	Peter	 O	 N	 12.19	 Extended	
jam	
Workingman’s	Dead	
Next	Time	you	see	Me		 C	 N	 5.43	 	 	
China	Cat	Sunflower>	 O	 Y	 5.19	 	 Aoxomoxoa	
I	Know	You	Rider	 C	 Y	 5.55	 	 	
Turn	on	your	Lovelight	 C	 N	 31.57	 Y	 	
Hard	to	Handle	 C	 N	 4.40	 	
			
			
			
			
			
			
			
			
			
			
			
			
			
		S
et
	2
	
	
Casey	Jones	 O	 N	 4.55	 	 Workingman’s	Dead	
Mama	Tried	 C	 N	 2.37	 	 	
High	Time	 O	 N	 7.34	 	 Workingman’s	Dead	
Dire	Wolf	 O	 N	 4.51	 	 Workingman’s	Dead	
Good	Lovin’	 C	 N	 6.18	 	 	
I’m	a	King	Bee	 C	 N	 7.44	 	 	
Uncle	John’s	Band	 O	 N	 8.39	 	 Workingman’s	Dead	
He	Was	a	Friend	of	Mine	 C	 N	 4.13	 	 	
Alligator>	 O	 Y	 4.08	 Extended	
jam	
Anthem	of	the	Sun	
Drums>	 O	 Y	 7.00	 	
Alligator>	 O	 Y	 9.15	 Anthem	of	the	Sun	
Caution	(Do	Not	Stop	on	
Tracks)>	
O	 Y	 22.43	 Y	 	
Feedback	 O	 Y	 7.11	 	 	
And	we	bid	you	Goodnight	 C	 N	 3.27	 	 	
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Figure	5.2b:	Set	analysis	for	Fillmore	East	5/15/70	
Setlist	
O
rig
in
al
	(O
)	/
	
Co
ve
r	(
C)
	
So
ng
	C
yc
le
	
Tr
ac
k	
le
ng
th
	
Im
pr
ov
isa
tio
na
l	
sh
ow
ca
se
	
Po
sit
io
n	
in
	th
e	
sh
ow
	
Al
bu
m
	
Don’t	Ease	me	in	 C	 N	 4.24	 	
			
			
			
			
			
	S
et
	1
	E
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		E
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I	know	you	Rider	 C	 N	 8.29	 	 	
Ain’t	it	Crazy	(The	Rub)	 C	 N	 3.56	 	 	
Long	Black	Limousine	 C	 N	 4.54	 	 	
New	Speedway	Boogie	 O	 N	 6.23	 	 Workingman’s	Dead	
Casey	Jones	 O	 N	 5.02	 	 Workingman’s	Dead	
St	Stephen>	 O	 Y	 5.47	 	 Aoxomoxoa	
That’s	it	for	the	Other	
One>	
O	 Y	 24.29	 Y	 Anthem	of	the	Sun	
Cosmic	Charlie	 O	 Y	 7.59	 	 Aoxomoxoa	
New	Minglewood	Blues	 C	 N	 3.36	 	 The	Grateful	Dead	
Deep	Elem	Blues	 C	 N	 5.42	 	 	
The	Ballad	of	Casey	Jones	 C	 N	 4.47	 	
			
			
			
	S
et
	2
	A
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tic
	
			
			
			
			
La
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	sh
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Silver	Threads	and	
Golden	Needles	
C	 N	 3.49	 	 	
Black	Peter	 O	 N	 7.23	 	 Workingman’s	Dead	
Friend	of	the	Devil	 O	 N	 4.06	 	 American	Beauty	
Uncle	John’s	Band	 O	 N	 7.01	 	 Workingman’s	Dead	
She’s	Mine	 C	 N	 2.54	 	 	
Katie	Mae	 C	 N	 4.38	 	 	
A	Voice	from	on	High	 C	 N	 2.52	 	 	
China	Cat	Sunflower>	 O	 Y	 4.58	 	
			
			
			
			
			
			
Se
t	3
	E
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	La
te
	S
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w
	
Aoxomoxoa	
I	Know	You	Rider	 C	 Y	 4.39	 	 	
Cumberland	Blues	 O	 N	 5.14	 	 Workingman’s	Dead	
Hard	to	Handle	 C	 N	 5.51	 	 	
Morning	Dew	 C	 N	 10.53	 Extended	
jam	
The	Grateful	Dead	
Dire	Wolf	 O	 N	 3.54	 	 Workingman’s	Dead	
Good	Lovin’	 C	 N	 13.45	 Extended	
jam	
	
Dark	Star>	 O	 Y	 19.40	 Y	 	
St.	Stephen>	 O	 Y	 6.04	 	 Aoxomoxoa	
Not	Fade	Away>	 C	 Y	 6.53	 	 	
Turn	on	your	Lovelight	 C	 Y	 27.45	 Y	 	
Cold	Jordan	 C	 N	 2.33	 	 	
	
For	the	purposes	of	this	analysis,	I	will	not	be	examining	full	songs	as	has	been	the	
case	for	Chapters	2	and	3,	but	instead	I	will	look	at	each	of	the	albums	as	a	whole,	
and	examine	aspects	of	individual	tracks	to	illustrate	the	most	important	features.	
This	is	similar	in	method	to	Chapter	4’s	focus	on	just	the	morph	sections	of	a	song	
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cycle.	As	the	songs	are	shorter	and	less	experimental	in	their	form,	a	full	structural	
event	analysis	will	not	be	conducted,	instead,	an	examination	of	the	full	harmonic	
structure	of	the	selected	examples	will	be	presented.	Stylistic	features	of	the	music	
will	be	examined,	with	an	emphasis	on	how	country	music	elements	are	
incorporated	into	the	Dead’s	playing	style.	Finally,	the	influence	of	Hunter’s	growing	
role	as	the	band’s	lyricist	and	the	changes	that	it	brought	to	their	music	will	be	
investigated,	with	discussion	around	how	this	approach	differed	from	their	origins.	
	
5.3:	Workingman’s	Dead	
The	Grateful	Dead	cited	the	Bakersfield’s	sound	as	one	of	their	main	influences	on	
the	songs	on	this	album	(Poole,	2016,	16).	The	details	of	this	sound	are	described	
within	the	Influences	section	in	Chapter	1,	but	essentially	made	a	natural	route	for	
the	band’s	entry	into	country	music	as	it	had	already	shunted	rhythm	and	blues	into	
folk	music,	and	The	Dead	were	very	comfortable	with	this	style.	In	particular,	the	
McKernan’s	blues	influence	would	pull	these	together	with	more	experimental	
sounds	(Poole,	2016,	121).	A	feature	of	country	music	is	the	lyricism,	which	talks	
directly	about	issues	relevant	to	country	life;	these	included	work,	industry,	
gambling,	relationships	and	death.	The	Dead	followed	this	tradition,	and	the	themes	
for	most	of	the	tracks	related	directly	to	events	and	issues	within	their	lives:	‘New	
Speedway	Boogie’	was	about	the	Altamont	incident,	‘Black	Peter’	was	based	on	a	
bad	LSD	trip	and	‘Easy	Wind’	provided	reflections	on	the	political	violence	of	the	
time	(Poole,	2016).		
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5.3.1:	Harmony	
The	basic	harmonic	structure	of	country	is	similar	to	the	blues,	but	tends	to	hold	a	
major	tonality	with	a	leaning	to	the	use	of	the	dominant	7th	chords	and	the	I-IV-V-I	
and	I-vi-IV-V-I	progressions.	The	Dead	on	the	other	hand,	as	has	been	previously	
discussed,	do	not	tend	to	follow	predetermined	patterns	and	liked	to	alter	them,	
incorporating	the	style	into	their	own	sound.	The	songs	on	Workingman’s	Dead	
prove	no	exception	to	this,	but	do	serve	to	highlight	several	more	of	the	Dead’s	
preferred	harmonic	progressions.		
	
I	have	chosen	to	examine	sections	of	‘Uncle	John’s	Band’,	‘Dire	Wolf’	and	‘Black	
Peter’	as	they	demonstrate	a	blending	of	country	music	idioms	with	key	elements	of	
the	Grateful	Dead’s	style	identified	in	previous	chapters,	including	modality,	two-
chord	oscillations,	delayed	resolution	of	chord	progressions	and	the	creation	of	tonal	
ambiguity.				
	
‘Uncle	John’s	band’	consists	of	four	different	harmonic	progressions	to	reflect	the	
sections	within	the	song,	three	in	G	major	(the	introduction,	verse	and	chorus)	and	
then	one	in	the	interlude	following	a	modulation	to	D	minor.	For	the	song’s	overview	
see	Figure	5.3a,	and	for	the	full	harmonic	progression	see	Figure	5.3b.		
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Figure	5.3a:	Uncle	John’s	Band:	An	overview	of	the	song’s	overall	structure	(sonic	
landscape)	
	
0.00							0.15												0.47											1.18														1.46					2.01									2.30									2.59										3.28											
|-----------|-------------|-------------|--------------|--------|-----------|-----------|------------|	
				Intro								Verse	1						Verse	2						Chorus	1					Solo					Verse	3			Verse	4			Chorus	2				
	
3.28							4.02										4.15													4.29									4.46	
|-----------|-------------|--------------|-----------|	
		Interlude		Chorus	3				Chorus	4					Outro	
	
This	overview	shows	us	that	this	version	has	the	fundamental	structure	of	the	song	
in	place	along	with	the	basis	for	where	the	four	jams	would	develop	(the	intro,	the	
solo,	the	interlude	and	the	outro).	At	this	stage,	they	are	short	and	not	fully	
developed,	with	some	as	short	as	15	seconds.	
	
	
	
	
	
	
	
	
	
	 289	
Figure	5.3b:	Harmonic	progression	of	Uncle	John’s	Band	
Section	 Harmonic	progression	
Intro	 Set	in	4/4	time	signature	with	3/4	sections	
|	G	(I)	|	G	(I)	|	G	(I)	|	G	(I)	|,		
|G	(I)	Bm7	(iii)	C	(IV)	|	C	(IV)	D	(V)	|	
Verse	1	 |4/4	G	(I)	|	G	(I)	C	(IV)	|	C	(IV)	G	(I)	|3/4	G	(I)	|,		
|4/4	G	(I)	|	G	(I)	C	(IV)	|	C	(IV)	G	(I)	|3/4	G	(I)	|,	
|4/4	Am	(ii)	Em	(vi)	|	Em	(vi)	|C	(IV)	|D	(V)	|,		
|	C	(IV)	D	(V)|	G	(I)	D	(V)	C	(IV)	|	G	(I)	D	(V)	|G	(I)	|,		
|	G	(I)	|	G	(I)	|											
	
Verse	2	 Same	as	verse	1		
	
Chorus	1	 |	G	(I)	|	G	(I)	C	(IV)	|	Am	(ii)	Em7	(vi)	|	D	(V)	|	
|	C	(IV)	|C	(IV)	G	(I)	|	G	(I)	D	(V)	C	(IV)	|	C	(IV)	D	(V)	|	x2	
	
Garcia	Solo	 |G	(I)	Bm7	(iii)	C	(IV)	|	C	(IV)	D	(V)	|	x	4	
Garcia	improvises	over	the	same	chord	progression	used	in	the	introduction,	and	is	
therefore	an	example	of	type	2	improvisation	
	
Verse	3	 Same	as	verse	1,	but	shortened	by	one	bar	of	G	at	the	end	
									
Verse	4	 Same	as	verse	1		
	
Chorus	2	 Same	as	chorus	1	but	only	played	once	
	
Interlude	 Modulates	to	D	minor	and	uses	the	D	Dorian	mode	
|4/4	Dm	(i)	|3/4	G	(IV)	C	(VII)	|	x	8	
	
Chorus	3	
(voice	
only)	
Same	as	chorus	2	
Chorus	4	 Same	as	chorus	2	
	
Outro	 |4/4	Dm	(i)	|3/4	G	(IV)	C	(VII)	|	
	
	
These	progressions	include	the	three	chords	present	in	both	blues	and	country.	The	I	
–	IV	–	V	can	be	found	within	the	introduction,	with	the	addition	of	a	passing	iii7	
chord,	the	chord	of	the	seventh	featuring	in	country,	the	minor	chord	not	so	
commonly.	The	country	I	–	vi	–	IV	–	V	progression	can	be	discerned	within	the	verses,	
but	is	elaborated	through	the	addition	of	other	chords,	so	the	closest	recreation	of	
the	pattern	is	in	the	second	part	of	the	verse	ii	–	vi	–	IV-	V,	although	the	I	has	been	
swapped	for	a	ii	(an	A	minor	chord).	The	chord	beforehand	however	is	the	tonic.	The	
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tonal	center	is	major,	consistent	with	country	music,	but	the	addition	of	the	minor	
chords	can	introduce	a	sense	of	tonal	ambiguity	characteristic	of	the	Dead.	Country	
music	does	contain	minor	chords,	but	generally	the	overall	feel	is	major.	The	changes	
made	here	create	a	chord	progression	that	is	more	experimental	than	typically	heard	
within	country	music	of	the	time.	This	is	a	much	more	complex	harmonic	progression	
than	those	seen	in	their	own	earlier	works,	and	does	not	center	around	just	one	or	
two	chords.	It	is	within	these	more	complex	harmonic	structures	that	type	2	
improvisation	is	more	often	found	as	can	be	seen	in	Garcia’s	solo	at	1’46’’	which	uses	
the	introduction’s	harmonic	progression	underneath	the	lead.	This	was	noted	by	
Malvinni,	who	also	commented	that	it	was	more	complex	than	a	traditional	folk	song	
in	its	rhythmic	structure	(Malvinni,	2013).	During	the	interlude,	the	Dead	bring	in	a	
flavour	of	their	psychedelic	roots	through	the	introduction	of	a	modulation	to	D,	the	
use	of	the	i	–	IV	–	VII	progression	and	the	D	Dorian	mode.	Likewise,	during	this	
section	the	time	signature	alternates	between	4/4	and	3/4,	causing	a	sense	of	
dechronicization.	This	can	also	be	observed	in	the	verse	section	towards	the	end	of	
each	phrase.	It	could	also	be	viewed	as	a	single	bar	of	7/4,	but	it	would	not	quite	fit	
in	with	the	instrumental	phrases.	
	
When	performed	live	‘Uncle	John’s	Band’	became	used	for	type	2	improvisation,	and	
was	instrumental	in	establishing	the	two-solo	format	often	used	by	the	Dead	in	the	
1970s.	These	jams	were	typically	heard	over	the	four-chord	harmonic	progression	
heard	in	the	introduction	and	the	interlude’s	Dorian	mode	section.	The	defining	note	
of	D	Dorian	is	the	raised	6th	(B♮),	which	forms	a	link	with	G	major	where	it	is	the	
major	3rd.	The	use	of	modal	passages	and	improvisations	are	quite	striking	in	the	
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piece,	and	the	interlude	is	a	sudden	and	noticeable	change,	which	is	not	at	all	
consonant	with	the	country	style	and	links	directly	to	psychedelia	instead.	In	the	
studio	album	there	was	less	improvisation,	but	by	1971	the	song	had	developed	into	
a	jamming	entity	outside	of	its	acoustic	instrumental	basis.	In	this	way,	the	Dead	
introduced	psychedelia	into	country,	and	I	feel	this	represents	an	important	part	of	
the	‘Deadification’	(Longcroft-Wheaton,	2016)	of	the	country	sound.	Around	the	
same	time	other	groups	were	similarly	attempting	to	merge	country	and	
psychedelia;	examples	can	be	seen	with	Bobby	Darin	in	‘Me	and	Mr	Hohner’	in	1969	
and	Country	Joe	and	the	Fish	with	‘Sad	and	Lonely	Times’	in	1967.	
	
In	contrast	to	the	more	conventional	repeated	harmonic	structure	of	‘Uncle	John’s	
Band’,	‘Dire	Wolf’	is	more	experimental.	The	piece	is	set	in	A	major	and	opens	with	a	
very	traditional	I	–	V	–	IV	–	I	progression,	establishing	a	country	feel,	which	is	
reinforced	by	Garcia’s	use	of	the	pedal	steel.	However,	it	rapidly	deviates	from	this.	
The	most	striking	aspect	of	the	song’s	harmonic	progression	is	just	how	much	it	
changes	within	each	verse	and	chorus	section,	see	Figure	5.4a	and	5.4b.	During	the	
chorus,	the	first	four	bars	change	with	no	discernible	pattern.	The	next	four	bars	
always	remain	the	same.	This	creates	continuity	whilst	the	chord	changes	serve	to	
enable	melodic	interest	without	losing	the	overall	shape	and	structure	of	the	piece.	
It	is	surprising	how	much	these	changes	are	not	noticed	until	a	formal	analysis	is	
performed,	and	it	appears	that	the	substitutions	are	made	to	fit	the	melodic	shape	
of	the	lyrics.	The	same	can	be	said	for	the	verses,	where	even	the	second	four-bar	
phrases	of	each	verse	vary	considerably.	It	is	this	process	of	travelling	through	the	
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same	harmonies	but	in	different	contexts	that	is	typical	of	the	Dead,	and	potentially	
relates	to	the	modal	wandering	of	their	jams.	
	
The	piece	is	based	in	A	major,	although	an	effort	is	made	to	withhold	the	tonic,	and	
make	the	listener	wait	for	the	resolution,	most	often	until	the	chorus.	This	is	a	
characteristic	of	the	Dead,	and	has	been	observed	already	within	their	improvising,	
see	Chapter	3.		
	
Figure	5.4a:	Dire	Wolf:	An	overview	of	the	song’s	overall	structure	(sonic	landscape)	
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It	is	important	to	note	that	the	structure	of	‘Dire	Wolf’	changed	very	little	over	time	
and	that	it	always	remained	the	same	length	when	performed,	whether	listening	to	a	
1990s	version	or	a	1970s	one.	
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Figure	5.4b:	Harmonic	structure	of	‘Dire	Wolf’.	Yellow	highlighter	shows	differences	
in	the	verse	and	green	highlighter	shows	differences	in	the	chorus	
Section	 Harmonic	progression	
Intro	 Set	in	4/4	time	signature	
|	A	(I)	|	E	(V)	|	D	(IV)	|	A	(I)	|	
	
Verse	1	 |E	(V)	|	E	(V)	|	G	(♭VII)	|	D	(IV)	|,						|	D	(IV)	|	D	(IV)	|	D	(IV)	|	A	(I)	|	
	
Chorus	1	 |	D	(IV)	|	E	(V)	|	A	(I)		C♯	(III7)	|	D	(IV)|,					|	E	(V)	|	D	(IV)	|	A	(I)	|	A	(I)	|	
	
Verse	2	 |	E	(V)	|	E	(V)		G	(♭VII)	|	G	(♭VII)	|	D	(IV),						|	E	(V)	|	E	(V)	|	A	(I)	|	F♯minor	(vi)	|	
	
Chorus	2	 |	E	(V)	|	D	(IV)	|	A	(I)	|	D	(IV)	|,					|	E	(V)	|	D	(IV)	|	A	(I)	|	A	(I)	|	
	
Verse	3	 |	F♯minor	(vi)	|	E	(V)	|	A	(I)		G	(♭VII)	|	D	(IV)	|,				|	D	(IV)	|	D	(IV)	|	D	(IV)	|	E	(V)	|	
	
Chorus	3	 |	D	(IV)	|	E	(V)	|	A	(I)	C♯	(III7)	|	F♯minor	(vi)	|,								|	E	(V)	|	D		(IV)	|	A	(I)	|	A	(I)	|	
	
Verse	4	 Same	as	V3	
	
Chorus	4	 Same	as	C3	
	
Interlude	 |	F♯minor	(vi)	|	E	(V)	|	A	(I)	|	G	(♭VII)	|	D	(IV)	|,						|	D	(IV)	|	D	(IV)	|	D	(IV)	|	E	(V)	|	
|D	(IV)	|	E	(V)	|	A	(I)	C	(III7)	|	F♯minor	(vi)	|,													|	E	(V)	|	D	(IV)	|	A	(I)	|	A	(I)	|				
Verse	5	 |	E	(V)	|	E	(V)	|	G	(♭VII)	|	D	(IV),							|	D	(IV)	|	D	(IV)	|	D	(IV)	|	E	(V)	|	
										same	as	verse	1																																				same	as	verse	3	
Chorus	5	 Same	as	C1	
	
Chorus	6	 |	E	(V)	|	D	(IV)	|	A	(I)		C	(III7)	|	F♯minor	(vi)|,					|	E	(V)	|	D	(IV)	|	A	(I)	|	A	(I)	|	
	
Chorus	7	 Same	as	chorus	6	
	
Chorus	8	 |	E	(V)	|	D	(IV)	|	A	(I)	|	E	(V)		A	(I)	|	
	
	
‘Dire	Wolf’	demonstrates	how	the	Dead	have	taken	a	basic	country	progression	and	
imbued	it	with	their	typical	sound	by	introducing	the	feel	of	a	different	tonal	centre	
in	E,	by	focusing	on	the	dominant	and	delaying	resolution	to	the	tonic.	The	constant	
changes	to	the	harmonic	progression	could	also	be	viewed	as	a	form	of	
improvisation	within	layer	2,	see	Chapter	1.	It	is	important	to	note	that	the	bright	
sound	of	the	A	major	key	signature	is	in	opposition	to	the	content	of	the	lyrics,	which	
describe	an	encounter	with	a	‘600	pounds	of	sin’	wolf,	and	the	cheerful	chorus	of	
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‘don’t	murder	me’	is	also	a	contradiction	in	itself,	with	the	phrase	ending	on	the	
tonic.	This	creates	ambiguity	even	when	closure	is	achieved.			
	
Whist	the	previous	two	examples	have	demonstrated	how	the	Dead	have	adjusted	a	
basic	country	progression	to	fit	their	style	(Deadification),	‘Black	Peter’	takes	the	
opposite	approach	and	starts	with	a	typical	two-chord	Grateful	Dead	progression	
making	it	sound	like	a	country	blues	number	in	other	ways.	Harmonically	‘Black	
Peter’	oscillates	between	two	main	chords	A/A7	and	D/D7,	similar	in	style	to	raga	as	
discussed	in	Chapters	1	and	3.	It	does	however	feature	an	adapted	blues	structure	
for	the	verse	sections.	It	is	set	over	16	bars	with	a	two	bar	extension	at	the	end;	[I,	I,	
IV,	IV]		[I,	I,	IV,	IV]	[v,	ii,	I		VII,	vi]	[V,	V,	IV,	IV],	[I,	I,	I,	I],	[I,	I,	I,	I].	The	characteristic	
blues	progression	appears	at	the	end,	breaking	away	from	the	oscillating	pattern	and	
the	sequence	adds	ii,	VII	and	vi	chords	creating	harmonic	ambiguity.	
	
The	harmonic	approach	taken	in	this	song	is	distinct	from	all	of	the	other	tracks	on	
the	album,	and	it	is	also	set	apart	from	the	rest	for	being	in	a	time	signature	of	12/8.	
I	believe	that	the	song	is	centered	in	A	rather	than	D.	The	harmonic	ambiguity	is	
created	through	the	use	of	notes	from	the	A	Mixolydian	mode	which	features	a	
flattened	seventh,	G♮,	which	hints	at	the	key	signature	of	D,	see	Figure	5.5a	for	the	
overall	structural	overview	and	Figure	5.5b	for	the	harmonic	structure.		
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Figure	5.5a	‘Black	Peter’:	An	overview	of	the	song’s	overall	structure	(sonic	
landscape)	
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This	shows	the	most	basic	structure	of	‘Black	Peter’	although	it	is	important	to	note	
that	its	performance	length	changed	considerably	over	time	(ranging	from	between	
nine	and	thirteen	minutes),	including	alterations	to	the	main	motifs	and	the	addition	
of	new	riffs.	The	longer	playtime	was	dictated	by	the	addition	of	two	jams,	one	after	
verse	2	and	the	other	after	verse	4.	
	
Figure	5.5b:	Harmonic	structure	of	‘Black	Peter’	
Section	 Harmonic	progressions	
Intro	 A,	set	in	a	12/8	time	signature	
|	A7	(I)	|	A7	(I)	A	sus4	|	A7	(I)	|	A7	(I)	A	sus4	|		
Verse	1	 |	A7	(I)	|	A7	(I)	|	D7	(IV)	|	D7	(IV)	|	x	2	
|	Em	(v)	|	Bm	(ii)	|	A	(I)		G	(VII)	|	F♯	minor	(Vi)	|,			|	Em	(v)	|	Em	(v)	|	D7	(IV)	|	D7	(IV)	|,		
|	A7	(I)	|	A7	(I)	|	
Verse	2	 Same	as	verse	1	
Verse	3	 Same	as	verse	1	except	the	A7	is	not	present	and	instead	changes	to	
|	D7	(IV)	|	D7	(IV)	|	D7	(IV)	|	
Bridge	
(Chorus!)	
|	C	(III)	|	C	(III)	|	Em	(v)	|	Em	(v)	|,	|	Dm	(iv)	|	Am	(i)	|	Em	(v)	|	Em	(v)	|,	
|	D5	(IV)	Dm	(iv)	D	(IV)	|	G	(VII)	|	C	(III)	Em	(v)	|	Am	(i)	|	
|	Fmaj7	(Vi)	|	Fmaj7	(Vi)	|	C	(III)	|	D7	(IV)	|	
|	D7	(IV)	D9	(IV)	|	Dm(9)	(iv)	|	Dm	(9)	(iv)	|	Fmaj7	(VI)	|	
|	Fmaj7	(VI)	|	A7	(I)	|	A7	(I)	|	
Verse	4	 |	A7	(I)	|	A7	(I)	|	D7	(IV)	|	D7	(IV)	|	x	2	
|	Em	(v)	|	Bm	(ii)	|	A	(I)		G	(VII)	|	F♯	minor	(Vi)|,				|	Em	(v)	Em7	(v)|	Em7	(v)	Em6|	D7	
(IV)	|	D7	(IV)	|,		
|	D7	(IV)	|	D7	(IV)	|	
Outro	 |	D7	(IV)	|	D7	(IV)	|	D7	(IV)	|	D7	(IV)	|	x	2	
|	D7	(IV)	|	D7	(IV)	|	D7	(IV)	|	
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The	vocal	phrases	tend	to	consist	of	eight-bar	units,	which	can	be	divided	into	two	
four-bar	sections,	the	first	closing	on	A	and	the	second	on	F♯	in	the	seventh	bar.	The	
A	does	not	sound	closed,	and	would	imply	that	this	is	the	dominant	of	D.	In	contrast,	
the	F♯	sounds	finished,	which	is	the	third	note	of	the	root	triad	of	D	major	7.	
Ambiguity	is	caused	through	the	continual	return	to	the	A7	in	the	opening	of	the	
phrases	and	the	repeated	use	of	the	C♮	to	C♯	shift,	which	would	be	consistent	with	
the	third	degree	of	the	blues	scale	on	A.	The	closure	of	each	lyrical	phrase	implies	a	
first	or	second	inversion;	even	if	the	instrumentation	does	not	follow	this	pattern,	
the	vocals	are	more	prominent	and	carry	that	feature,	adding	further	ambiguity.		
	
The	song’s	Bridge	section	creates	a	whole	new	level	of	ambiguity	and	it	is	very	
difficult	to	place	it	within	a	fixed	tonal	centre.	C	or	Am	might	seem	possible,	but	the	
chords	do	not	appear	frequently	enough	to	confidently	establish	this,	and	although	
the	tonic	does	not	necessarily	have	to	appear	to	establish	the	tonal	centre,	this	
would	be	unusual	in	this	repertory.	I	feel	that	what	actually	happens,	is	that	it	
remains	in	A,	and	uses	the	A	Dorian	Mode	(A,	B,	C,	D,	E,	F♯,	G),	changing	the	
section’s	color	and	accounting	for	the	lack	of	a	C♯ note.	A	further	change	is	
apparent	when	the	Fmaj7	chords	are	used,	by	switching	to	the	A	Aeolian	mode	(A,	B,	
C,	D,	E,	F,	G),	thus	accounting	for	the	loss	of	the	F♯.	These	changes,	along	with	the	
use	of	minor	chords	rather	than	the	expected	major,	create	a	different	sound	and	
represent	a	step	towards	tonal	ambiguity.	
	
The	use	of	one	or	two	chords	is	very	characteristic	of	the	Grateful	Dead,	and	can	be	
observed	in	many	of	their	works	including	‘Dark	Star’	and	‘Alligator’,	see	Chapter	1.	
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However,	this	is	not	typical	of	country	blues,	even	if	this	piece	does	fit	within	this	
classification	and	structure,	which	was	achieved	through	other	stylistic	features	to	
be	discussed	later.	The	importance	of	this	harmonic	progression	is	that	it	links	the	
Grateful	Dead’s	earlier	ideas	around	harmony	to	their	emerging	interest	in	country,	
and	demonstrates	that	they	were	not	similarly	abandoning	their	psychedelic	roots,	
so	much	as	expanding	the	range	of	styles	within	their	stylistic	repertoire.		
	
These	three	examples	demonstrate	how	the	Grateful	Dead	incorporated	elements	of	
country	harmony	into	their	musical	structure	without	abandoning	their	core	stylistic	
roots.	It	is	evident	that	some	of	the	characteristic	harmonic	progressions	associated	
with	country	music	have	formed	the	basis	for	the	structure	of	these	songs,	and	this	is	
particularly	apparent	within	‘Uncle	John’s	Band’	and	‘Dire	Wolf’.	It	is	the	changes	to	
these	progressions	which	make	these	songs	fit	within	their	existing	repertoire,	and	it	
is	evident	that	different	approaches	were	taken	in	each	of	the	examples	discussed	
here.	The	modal	passage	in	‘Uncle	John’s	Band’	was	of	importance	as	it	was	the	first	
track	of	the	album,	and	whilst	most	of	the	piece	sounded	very	much	like	country	
music	in	style,	I	believe	that	this	interlude	would	have	reassured	the	listener	that	the	
Dead	had	not	‘sold	out’	on	their	roots	and	as	such	established	authenticity	within	
their	fan	base.	Within	the	jamband	scene,	experimentation	was	expected	and	would	
not	necessarily	have	created	the	same	kind	of	negative	reaction	that	could	have	
been	expected	if,	for	example,	Iron	Maiden	had	released	a	country	album.	This	is	
evident	with	the	album’s	sale	figures,	and	their	prominence	within	the	Dead’s	set	
lists	over	time.	
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‘Dire	Wolf’	takes	a	different	approach	and	modifies	a	basic	country	progression	with	
multiple	chord	substitutions	and	additions,	a	technique	frequently	used	by	the	Dead,	
but	also	used	in	other	forms	of	rock	music	(Doll,	2009).	It	is	notable	how	the	listener	
is	kept	waiting	for	harmonic	resolution	as	this	has	been	observed	repeatedly	
throughout	this	thesis,	and	is	a	subtle	but	important	defining	feature	of	the	Dead.	In	
this	way,	‘Dire	Wolf’	was	consistent	with	the	Dead’s	previous	works,	whilst	being	
more	harmonically	complex.	In	contrast	‘Black	Peter’	appears	to	return	to	the	two-
chord	pattern	favored	by	the	Dead,	and	works	around	the	creation	of	tonal	
ambiguity.	It	also	incorporates	blues	elements	into	the	harmonic	progression,	and	
once	again	makes	use	of	modal	progressions,	chord	additions	and	substitutions	(Doll,	
2009).	If	the	album	is	viewed	as	a	whole	it	is	apparent	that	the	Dead’s	approach	to	
harmony	is	still	maintained,	even	though	new	approaches	from	country	are	being	
introduced.	I	feel	that	this	illustrates	the	inclusive	nature	of	jamband	music;	at	no	
point	are	there	any	apparent	clashes	between	the	old	and	the	new,	rather,	the	
progressions	assimilated	from	country	music	appear	seamlessly	to	become	a	part	of	
the	Dead’s	constitution.	There	are	parallels	between	this	musical	observation	and	
the	social	scene	in	which	the	music	was	created,	where	aspects	of	multiple	cultures	
and	religions	were	adopted	to	create	a	new	and	unique	entity.	For	this	reason,	I	feel	
that	caution	is	needed	in	defining	these	tracks	as	‘country	music’.	Although	they	
clearly	share	certain	aspects,	it	is	apparent	that	psychedelic	influences	go	to	the	core	
of	their	harmonic	structure,	and	I	feel	that	they	therefore	represent	a	form	of	
‘country	jam’.		
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5.3.2:	Stylistic	features	
The	Grateful	Dead	were	influenced	by	the	Bakersfield	sound	(see	Chapter	1),	which	
had	become	popular	on	the	West	Coast,	and	this	is	reflected	in	The	Workingman’s	
Dead.	There	is	a	shift	away	from	electric	guitars	towards	acoustic	instruments,	with	
the	instrumentation	streamlined	to	yield	a	basic	set	up	of	two	acoustic	guitars,	bass,	
and	a	simplified	percussion	section.	In	his	autobiography,	Kreutzmann	stated	that	‘I	
made	it	clear	to	Mickey,	we	can’t	use	two	drum	kits	on	this	stuff	–	it	just	doesn’t	fit.	
So,	Mickey	came	in	with	shakers	and	percussion	stuff	and	I	played	minimal	drum	
parts’	(Kreutzmann,	2015,	141-142).	Additional	instruments	included	some	electric	
guitar	during	solos	and	use	of	the	pedal	steel.	The	typical	Bakersfield	group	would	
use	two	Fender	Telecaster	guitars,	which	were	not	present	on	this	album,	and	for	
this	reason,	it	is	apparent	that	whilst	the	Dead	were	influenced	by	this	popular	style	
of	music,	they	were	not	attempting	to	copy	it	in	its	entirety,	rather	using	elements	of	
the	sound	to	expand	their	growing	palette	of	musical	ideas	within	their	own	style	of	
playing.		
	
In	examining	the	opening	of	‘Uncle	John’s	Band’,	there	are	a	number	of	points	that	
become	evident,	which	both	link	the	Dead	to	the	country	style	but	also	reveal	how	
they	alter	the	characteristics	of	the	sound	to	assimilate	it	into	their	own	output,	see	
Figure	5.6.	These	eight	bars	set	up	a	fairly	typical	country-influenced	strumming	
pattern	by	Weir,	using	major	chords	with	palm	mutes	and	the	strumming	pattern	I	
will	refer	to	as	UJB1.	It	is	not	a	typically	Bakersfield	sound,	but	the	palm	mutes	help	
to	imitate	the	‘twang’	of	playing	near	the	bridge	of	a	Fender	Telecaster,	and	possibly	
implies	the	feel	of	the	bass	note	strum	pattern	associated	with	it.	Garcia’s	lead	
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melody	used	in	the	introduction	is	important	for	several	reasons	as	it	highlights	his	
use	of	accented	notes	creating	a	‘country’	arpeggiated	feel	in	units	of	four.	It	is	
based	in	G	major,	and	shows	Garcia’s	use	of	descending	thirds.	When	the	song	was	
first	played	live	(almost	a	year	before	the	album’s	release)	the	introduction’s	melody	
was	not	present,	and	it	had	months	of	playing	time	to	develop	into	a	clean	focused	
section	before	it	was	recorded.	Finally,	the	melody	lines	reflect	the	Dead’s	
characteristic	trait	(noted	in	previous	chapters)	of	ignoring	the	root	note	and	
focusing	on	the	dominant	to	create	ambiguity.			
	
I	feel	that	Garcia	has	used	this	melody	to	juxtapose	the	country	style	with	the	Dead’s	
own	sound	through	the	use	of	a	major	scale	and	arpeggiated	pattern	(commonly	
found	as	part	of	the	Bakersfield	sound)	whilst	maintaining	the	Dead’s	core	
characteristics	of	avoiding	the	closure	of	the	tonic	chord.	Garcia	performs	a	scalic	
run	descending	in	thirds	which	would	become	a	characteristic	feature	of	his	playing.	
It	could	be	interpreted	by	the	audience	as	‘guitar	noodling’	although	it	is	not	truly	
long	enough	for	this	and	its	rehearsed	development	over	time	makes	me	feel	that	it	
is	not	an	example	of	type	2	improvisation.	This	introduction	was	later	used	as	a	
platform	for	a	short	improvisation,	in	which	the	‘known’	melody	would	start	the	jam	
and	signal	its	end	and	transition	into	the	first	verse.	It	is	also	notable	that	whilst	the	
studio	version	was	played	on	acoustic	guitars,	this	was	changed	for	a	live	platform,	
and	whilst	acoustic	versions	were	performed,	the	most	common	instrumentation	
was	to	use	electric	guitars,	with	little	or	no	distortion,	effectively	bringing	it	closer	in	
line	with	their	other	works.	This	is	understandable,	as	whilst	an	album	can	have	a	
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particular	feel	and	group	of	influences,	a	live	set	has	to	hold	together	as	a	
coordinated	set	without	a	large	number	of	instrument	changes.	
	
Figure	5.6:	The	‘Bakersfield	Dead’		
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The	bass	guitar	throughout	this	section	alternates	between	the	root	and	the	chord’s	
first	inversion,	serving	the	important	job	of	destabilising	the	harmony	and	creating	a	
sense	of	ambiguity.	Whilst	this	is	a	simpler	bass	line	than	some	of	the	Grateful	
Dead’s	works,	it	is	considerably	more	complex	than	a	traditional	country	bass,	which	
typically	serves	to	alternate	between	the	tonic	and	dominant	notes	of	the	chord,	and	
‘walking’	between	the	chord	changes.	I	believe	that	whilst	Lesh	is	playing	lip	service	
to	the	country	sound,	his	own	musical	preferences	are	present	throughout	this	
piece.	This	is	illustrated	at	0’34’’	towards	the	end	of	the	first	verse,	which	features	
the	use	of	the	second	inversion	and	the	fourth	degree	of	the	scale,	withholding	the	
tonic	note	until	later	in	the	bar,	see	Figure	5.7.	
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Figure	5.7:	Lesh’s	non-country	bass	line	
	
		
The	jam	within	the	song	is	more	clearly	a	Garcia	solo,	and	it	is	not	a	poly-
instrumental	jam	as	was	encountered	in	chapter	2.	However,	it	is	an	example	of	type	
2	improvisation,	where	a	solo	is	played	over	a	track’s	characteristic	chord	
progression,	in	this	case	the	one	found	within	the	introduction	(Malvinni,	2013).	It	
lasts	just	15	seconds,	and	the	only	improvisation	appears	to	come	from	Garcia	and	to	
an	extent	Lesh,	although	his	part	would	not	necessarily	hold	up	as	an	individual	
melody.	There	is	no	evidence	of	an	exchange	of	ideas	between	players,	and	Weir	
simply	plays	the	main	rhythm,	see	Figure	5.8.	Garcia	improvises	around	the	G	major	
scale	using	his	characteristic	two-bar	phrases.	None	of	his	phrases	start	or	end	on	
the	root	note,	favoring	the	dominant,	3rd	and	4th	notes	instead.	The	passage	is	
essentially	constructed	of	three	scalic	runs,	featuring	hammer-ons,	which	act	as	a	
stylistic	nod	to	country.	I	feel	that	this	is	idiomatic	for	Garcia,	and	that	it	is	
stylistically	consistent	with	the	Dead’s	earlier	works	despite	the	departure	from	poly-
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instrumental	jamming.	From	the	band’s	beginning,	not	all	pieces	were	used	for	
improvisation,	and	I	do	not	believe	that	the	Dead	were	choosing	to	abandon	this,	
rather	that	the	improvisation	served	as	a	brief	interlude	within	the	piece	which	
provided	a	potential	space	for	expansion	in	a	live	set	if	desired.	It	should	be	
remembered	that	this	album	needed	to	be	a	commercial	success	for	the	group,	and	
long	jams	would	not	get	radio	play	time,	which	was	based	around	3-minute	songs	
and	was	originally	cut	by	Warner	for	expletives	and	to	fulfil	the	time	limitations	of	
the	radio	stations,	but	Garcia	was	not	happy	with	the	result	and	the	original	version	
still	received	more	play	time	than	the	cut	version	(Jackson,	1999,	190).	
	
Figure	5.8:	Type	2	improvisation	
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Arguably	the	most	interesting	feature	within	‘Uncle	John’s	Band’	is	the	interlude	
section	at	3’27’’,	where	the	Dead	momentarily	departs	from	their	country	sound,	
and	re-enters	the	soundscape	of	psychedelia,	and	illustrates	an	example	of	where	
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they	make	use	of	the	Dorian	mode	to	notable	effect,	see	Figure	5.9.	During	this	
passage	the	harmony	abruptly	changes,	with	Garcia	and	Lesh	both	using	the	D	
Dorian	mode	(D,	E,	F,	G,	A,	B,	C)	to	create	a	memorable	riff	which	was	later	used	live	
to	develop	a	larger	jam	featuring	type	2	improvisation.	I	feel	that	this	acts	as	a	
powerful	statement	that	the	Dead	have	not	abandoned	their	roots	and	are	still	a	
powerful	force	within	psychedelia	and	the	counterculture,	and	that	this	exploration	
of	country	music	is	an	expansion	of	their	repertoire	rather	than	a	rejection	of	their	
past.		
	
Figure	5.9:	The	modulation	to	D	and	the	use	of	the	D	Dorian	mode	
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‘Uncle	John’s	Band’	is	the	first	track	on	the	album	to	feature	the	Dead’s	new	
approach	to	singing,	involving	far	more	structured	close	harmony,	reminiscent	of	
Crosby,	Stills	and	Nash,	from	whom	they	eventually	received	help	from	when	they	
were	recording	American	Beauty,	see	Figure	5.10.	This	harmonized	approach	of	
‘singing	in	harmony’	was	far	more	structured	than	they	had	attempted	up	until	this	
point,	and	marked	a	significant	change	in	direction	from	which	they	would	not	
return.	Whilst	this	style	was	common	place	within	country	and	chart	music	of	the	
1960s,	it	was	also	a	developing	feature	of	psychedelic	singing,	discussed	in	chapter	4	
and	probably	best	exemplified	in	the	Mammas	and	Papas	‘California	Dreaming’.	It	is	
unclear	whether	this	shift	by	the	Dead	was	completely	due	to	their	emerging	interest	
in	country,	or	if	they	felt	that	it	suited	Hunter’s	lyrical	style	better	(Poole,	2016).	In	
either	case,	this	development	did	not	alienate	them	from	the	counterculture.		
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Figure	5.10:	Vocal	harmony	within	the	first	verse	of	‘Uncle	John’s	Band’	
	
	
Stylistically	‘Dire	Wolf’	sounds	far	closer	to	country	music	than	‘Uncle	John’s	Band’,	
and	one	of	the	most	striking	features	of	its	opening	is	Garcia’s	pedal	steel	melody	in	
thirds.	This	instrument	is	synonymous	with	country	music,	in	particular	the	
Bakersfield	sound	and	by	including	it	within	the	instrumentation	the	piece	
immediately	feels	rooted	in	the	country	scene.	The	use	of	3rds,	4ths	and	6ths	in	
country	music	is	common	practice,	as	in	a	lot	of	western	music,	but	tends	to	be	
found	a	lot	in	the	form	of	double	stops	on	the	guitar,	whereas	Garcia	here	applies	it	
to	the	pedal	steel	and	is	using	a	slide.	In	some	ways,	his	playing	is	similar	to	that	
previously	discussed	within	layer	two	improvisation	(see	Chapters	1	and	2),	but	it	
feels	more	planned	here	as	seen	in	the	repeated	descending	shapes,	and	I	suspect	
that	he	is	only	making	small	adjustments	to	a	pre-planned	idea.	When	played	live	
from	the	1970s	onwards,	Garcia	reverted	to	using	his	guitar	for	song	rather	than	the	
pedal	steel,	and	the	introduction	then	became	more	improvised	and	more	varied	
between	performances.		
	
The	country	sound	is	reinforced	through	Weir’s	bass	note/strumming	pattern	
(focusing	on	the	tonic	and	dominant	notes),	which	was	typically	found	within	
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Bakersfield	music.	He	effectively	provides	a	transition	between	sections	through	his	
use	of	a	descending	bass	note	pattern,	which	was	again	characteristic	of	country	
music,	which	often	lacked	a	bass	guitar.	It	is	notable	that	Lesh’s	bass	line	is	very	
simple	at	this	point,	highlighting	the	root	notes	of	the	chords,	and	that	it	is	
uncharacteristic	of	his	usual	playing	style.	It	is	not	until	the	start	of	the	first	verse	
that	he	moves	onto	using	different	inversions	and	brings	his	line	back	to	a	more	
recognisably	‘Dead	style’	second	melody,	see	Figure	5.11.		
	
Figure	5.11:	Dire	Wolf’s	opening	country	feel	
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	Within	the	chorus	there	is	a	clear	demonstration	of	closed	harmony	singing,	which	
as	discussed,	was	characteristic	of	country	music,	but	was	also	popular	within	
psychedelic	bands	and	popular	music	such	as	Crosby,	Stills	and	Nash	and	the	
Mamma	and	Pappas.	This	approach	therefore	serves	to	authenticate	the	music	
within	the	country	scene,	without	becoming	too	distant	from	the	band’s	roots,	see	
Figure	5.12.			
	
Figure	5.12:	Closed	harmony	singing	within	Dire	Wolf’s	chorus	
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It	is	my	opinion	that	the	Dead	adopted	many	of	the	stylistic	features	of	country	
music	within	this	song,	whilst	maintaining	elements	of	their	own	unique	style	in	the	
harmony.	In	this	way,	it	superficially	sounds	quite	like	Bakersfield	music,	which	is	
deceptive	considering	the	analysis	of	its	harmonic	structure	discussed	earlier.	The	
pedal	steel	solo	was	typical	of	the	Dead’s	country	period	and	was	effectively	type	2	
improvisation,	and	never	came	to	be	used	as	a	platform	for	extended	jamming.	
Throughout	its	25	years	of	performance	it	altered	very	little	and	held	out	as	a	three-
minute	number,	along	with	‘Me	and	my	Uncle’,	‘Mamma	Tried’	and	‘El	Paso’.		
	
‘Black	Peter’	is	effectively	a	country	blues	song,	as	explained	above	in	the	harmonic	
structure	section.	Garcia’s	rhythm/riff	relies	on	the	semi-tonal	movement	from	
natural	to	sharp	which	is	a	musical	feature	throughout	the	whole	song,	duplicated	in	
Weir’s	mixture	of	bass	notes	and	reduced	note	chords,	see	Figure	5.13.	This	stable	
chromatic	pulse	is	characteristic	of	country	blues	and	provides	a	familiar	anchor	
from	which	the	less	typical	modal	passages	can	be	launched	without	losing	the	
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overall	feel	of	the	piece.	Examples	of	this	‘feel’	elsewhere	in	country	music	include	
Merle	Haggaed’s	‘Working	Man	Blues’	and	Mississippi	John	Hurt’s	‘Make	me	a	Pallet	
on	the	Floor’.	
	
Figure	5.13:	The	opening	of	‘Black	Peter’	
	
	
Perhaps	one	of	the	most	notable	features	of	this	track	is	the	appearance	of	the	
organ	from	verse	2	onwards.	It	is	used	only	to	play	held	chords	and	to	highlight	the	
descending	vocal	line	of	the	Em	–	Bm	–	A	–	G	–	F♯m	sequence,	but	it	has	a	significant	
impact,	bringing	to	the	forefront	the	blues	influence	underpinning	the	song,	and	is	
also	one	of	the	few	opportunities	for	McKernan	to	play	a	role	on	the	album.	This	also	
seemed	appropriate	given	the	song’s	situation,	reminiscent	of	church	for	a	dying	
man.	He	was	by	background	a	blues	player	and	I	feel	that	this	was	an	opportunity	to	
demonstrate	that	he	had	not	been	forgotten	with	the	new	directions	being	followed	
by	the	band.	I	was	slightly	surprised	that	he	did	not	sing	on	this	track,	with	vocals	
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provided	instead	by	Garcia,	and	this	may	be	reflective	of	the	emerging	
Garcia/Hunter	partnership.		
	
The	bridge	section	served	to	highlight	several	areas	of	stylistic	interest,	see	figure	
5.14:	
(1) The	switch	from	A	Mixolydian	mode	(	A,	B,	C♯,	D,	E,	F♯,	G♮)	to	A	Dorian	
mode	(A,	B,	C♮,	D,	E,	F♯,	G♮),	with	sections	of	A	Aeolian	mode	(A,	B,	C♮,	D,	E,	
F♮,	G♮).	
(2) Lesh’s	choice	to	highlight	the	C♮	root	note	of	the	III	(C	major)	chord	at	the	
start	of	the	section	at	3’01’’,	and	his	repetition	later	on	of	dominant	to	tonic	
progressions.	
(3) As	previously	noted,	Garcia’s	trait	of	reinforcing	Weir’s	picking	with	chords	
(4) Garcia’s	use	of	country-based	picking	in	thirds.	
(5) Garcia’s	choice	of	where	to	pitch	the	vocal	melody	line,	where	he	starts	the	
bridges	lyrics	by	using	the	flattened	root	of	C♮,	supporting	the	use	of	the	A	
Dorian	mode,	but	ending	on	the	C♯,	which	is	not	within	the	notes	of	the	
prevailing	mode	(A-B-C♮-D-E-F♯-G♮).	For	the	second	line,	he	then	starts	and	
ends	on	the	3rd	inversion.	
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Figure	5.14:	Stylistic	features	of	the	bridge	section	
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Garcia’s	finger	picking	provides	links	to	the	Bakersfield	sound,	where	arpeggiated	
chords	were	routinely	used.	Weir	does	not	attempt	to	copy	this,	instead	opting	to	
repeat	the	root	note	in	sequence	with	Garcia’s	pattern.	As	previously	discussed,	
Weir’s	hybrid	pattern	is	recognisable	as	country	music	within	this	piece,	although	the	
Dead	were	not	specifically	attempting	to	be	a	Bakersfield	band,	but	rather	to	evoke	a	
country	feel.	This	is	also	evident	in	Garcia’s	complex	interchange	of	modes,	which	
was	not	characteristic	of	country	music	(which	typically	stays	in	a	major	key)	but	
rather	served	to	blur	the	tonal	centre,	hinting	towards	a	sense	of	disembodiment	
and	the	associated	links	with	psychedelia,	and	the	song’s	central	theme	of	a	man	
lying	in	bed	dying.	
	
It	is	apparent	when	examining	the	stylistic	features	of	these	three	pieces	that	the	
Dead	were	consciously	introducing	country	elements	into	their	works.	Whilst	these	
are	more	closely	associated	with	the	Bakersfield	sound	rather	than	Nashville,	there	
were	notable	elements	missing,	in	particular	the	clear	crisp	sound	of	the	twin	Fender	
Telecaster	guitars	and	a	strong	drum	beat.	This	latter	point	is	particularly	important	
as	earlier	country	music	had	minimal,	sometimes	completely	absent	drums,	and	this	
was	evidently	an	influence	on	this	album.	The	Dead	were	not	immersed	within	the	
country	scene,	having	spent	most	of	the	preceding	five	years	exploring	the	Haight-
Ashbury	counterculture,	and	at	least	some	of	their	exposure	to	folk	and	country	
music	was	from	their	early	origins	in	jug	bands	and	bluegrass	groups.	It	is	therefore	
unsurprising	that	the	music	has	a	somewhat	nostalgic	feel,	as	they	would	have	been	
children	when	they	first	heard	the	Bakersfield	sound	in	the	1950s	and	going	to	see	
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Buck	Owens	and	Merel	Haggard	in	the	mid	1960s,	they	were	not	attempting	to	push	
the	boundaries	of	contemporary	country	music	to	a	grassroots	fan	base.		
	
Whilst	new	ideas	were	introduced,	at	the	same	time,	the	Grateful	Dead’s	core	
musical	values	were	retained.	Lesh’s	bass	lines	in	particular	remained	complex	and	
Garcia	continued	his	modal	experimentations.	Rather	than	abandoning	old	ideas,	
new	concepts	were	simply	introduced	to	enrich	the	band’s	output.	This	did	not	make	
the	songs	feel	disjointed	or	confused,	but	it	did	fundamentally	retain	the	
recognizable	‘Deadness’	that	carries	through	all	of	their	works.	Perhaps	the	most	
notable	absence	was	of	McKernan’s	organ	(with	the	one	exception	discussed	above),	
as	well	as	the	understated	use	of	drums.	Having	become	accustomed	to	complex	
polyrhythms	this	did	yield	quite	a	different	feel	for	their	output,	but	it	was	re-
established	over	the	years	as	the	pieces	continued	to	develop	in	the	live	
performances.	This	is	an	example	of	where	the	studio	album	significantly	differed	
from	the	live	shows,	and	may	reflect	how	the	Dead	were	attempting	to	create	a	
commercially	viable	album	to	sell	to	a	larger	audience	whilst	the	live	shows	would	
have	been	aimed	more	at	their	core	fanbase.		
		
5.3.3:	The	Lyrical	developments	of	the	Dead		
The	Workingman’s	Dead	strongly	featured	the	lyrical	talents	of	Hunter,	and	the	
album	is	a	showcase	of	the	Dead’s	new	lyrical	direction,	generally	considered	of	far	
superior	quality	to	their	earlier	works.	Country	music	is	typically	characterized	
through	its	songwriting,	and	in	particular	Bakersfield	groups	would	talk	of	hardships	
of	relevance	to	‘blue	collar’	American	audiences.	The	Dead’s	version	of	country	
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music	continued	this	tradition,	covering	many	themes	relevant	to	the	lives	of	their	
grassroots	fan	base,	see	Figure	5.15.	For	the	analysis	of	the	lyrics	I	will	take	a	similar	
approach	to	Weinstein,	in	looking	at	the	artistic	vision	of	the	band,	the	body	of	
images	and	metaphors	that	can	consistently	be	found	within	their	corpus	of	works	
and	whether	the	album	constructs	a	thematic	whole	or	a	collection	of	songs	
(Weinstein,	2002,	95).	I	will	also	apply	Griffiths’	concepts	of	‘Lyrics	and	poetry’	and	
‘verbal	space’	to	some	of	the	song	examples,	to	initiate	a	deeper	understanding	of	
the	Dead’s	vocals	links	to	poetry,	and	how	this	was	such	a	pronounced	change	from	
their	earlier	(pre-Hunter)	works.		
	
Figure	5.15:	Themes	within	Workingman’s	Dead	
Song	 Key	themes	
Uncle	John’s	Band	 Reminiscence	of	past	time	
‘Were	in	this	together	but	you	have	to	make	decisions	for	yourself’	
(Poole,	2016)	
High	Time	 A	relationship	song,	suggesting	the	idea	of	potential	troubles	ahead	
Dire	Wolf	 The	Zodiac	Killers	murders	in	the	Bay	Area	
Nordic	folklore		
Hound	of	the	Baskervilles	
New	Speedway	Boogie	 The	Altamont	Speedway	free	festival	with	the	Rolling	Stones	
Cumberland	Blues	 A	miner’s	blues	song	
Black	Peter	 A	bad	LSD	trip	
Easy	Wind	 Loss	and	pain	
Casey	Jones	 Based	on	Casey	Jones	and	older	blues	traditions	
	
‘Uncle	John’s	Band’	was	a	self-reflection	on	the	band’s	journey,	and	a	lament	of	the	
perceived	end	of	the	‘hippie	dream’.	After	the	events	at	the	Altamont	festival	and	
the	fallout	from	the	Manson	Murders,	San-Francisco’s	Bay	Area	was	becoming	less	
tolerant	towards	the	countercultural	scene	and	the	effect	it	had	on	local	businesses	
and	families,	and	the	musical	world	was	moving	on	from	hippies	and	the	psychedelic	
influences	with	which	they	were	associated	(Scorsese,	2016).	
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The	song’s	opening	verse	of	‘Well,	the	first	days	are	the	hardest	days,	don’t	you	
worry	any	more,	When	life	looks	like	Easy	Street,	there	is	danger	at	your	door’	can	
be	viewed	as	a	romantic	reflection	of	their	early	musical	life;	a	transition	from	their	
challenging	origins,	first	as	jug	bands	and	small	venue	entertainers	and	subsequently	
as	the	house	band	of	the	Acid	Tests	to	their	more	comfortable	life	as	countercultural	
icons.		
	
There	had	been	a	belief	running	through	the	Haight-Ashbury	scene	that	mainstream	
American	culture	was	‘unsustainable’	and	that	the	counterculture	represented	an	
alternative	and	credible	way	of	living	on	a	long-term	basis.	This	was	not	found	to	be	
the	case	with	the	events	of	late	1969	casting	dark	shadows	over	the	survival	of	the	
movement.	The	huge	increase	in	hippie	numbers,	and	visitors	to	the	area	to	observe	
them,	were	proving	disruptive	to	the	local	residents,	and	they	were	no	longer	
viewed	as	harmless	idealists.	This	is	reflected	in	this	verse	that	within	the	life	that	
had	initially	seemed	so	attractive,	there	existed	a	growing	threat.	Within	the	
counterculture	fractures	had	appeared,	with	artists	diversifying,	moving	in	new	
directions	and	in	some	cases	actively	rejecting	the	lifestyle	they	had	previously	
enjoyed.	This	created	the	uncertainty	of	knowing	who	to	trust	and	who	to	watch	out	
for.	Even	within	the	Dead’s	own	inner	circle	Hart’s	father	had	embezzled	money	
from	the	band	and	left	them	financially	ruined.	This	is	represented	in	the	lyrics	‘Think	
this	through	with	me,	let	me	know	your	mind,	Whoa-oh	what	I	want	to	know,	is	are	
you	kind?’		
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Although	not	the	lyricist,	it	feels	like	Garcia	is	effectively	accepting	that	he,	like	most	
people,	exists	within	a	social	network,	and	that	he	was	reluctantly	beginning	to	
accept	his	role	as	a	countercultural	icon.	He	was	recognizing	that	not	everyone	
would	be	accepting	of	this	lifestyle	and	was	asking	who	was	with	him	in	following	
this	path.	This	is	the	key	theme	of	the	second	verse,	and	effectively	asks	‘who	is	with	
me?’.	Perhaps	the	most	significant	lyrics	come	within	the	chorus,	where	Garcia	
declares	‘Come	with	me	or	go	alone,	He’s	come	to	take	his	children	home’,	as	this	
summarizes	both	the	choice	he	is	offering,	but	also	his	acceptance	of	his	emerging	
position	within	the	scene	(Jackson,	1999).	He	depersonalizes	this	by	referring	to	
‘Uncle	John’s	Band’,	where	Uncle	John	has	been	suggested	as	a	reference	to	John	
Cohen	of	the	New	Lost	City	Ramblers,	or	possibly	a	play	on	the	army’s	cartoon	
adverts	featuring	Uncle	Sam,	of	which	the	Dead	regularly	made	parody	of	with	a	
skeleton	version	in	the	Grateful	Dead’s	movie.	The	lyrics	for	the	song	were	written	
by	Hunter,	and	it	could	be	argued	that	care	should	be	taken	in	attributing	these	
motivations	to	Garcia.	However,	Hunter’s	work	exists	within	the	creative	circle	of	the	
Dead,	and	Garcia	was	the	vocalist	for	this	piece.	As	a	close	songwriting	partnership,	it	
is	reasonable	to	believe	that	both	Hunter	and	Garcia	shared	similar	views	towards	
the	direction	of	the	counterculture,	and	were	collaborative	within	their	approach.	It	
would	seem	unlikely	that	Garcia	would	have	been	happy	to	sing	lyrics	that	he	did	not	
agree	with.	
	 		
Hunter’s	references	to	the	elements	of	fire	and	ice	and	the	rising	tides	have	multiple	
meanings.	Dodd	suggests	that	the	quotation	of	‘fire	from	the	ice’	is	a	reference	to	
the	1920s	poems	of	the	same	name	by	Robert	Frost.	This	form	of	quotation	had	
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been	popular	with	the	group	during	their	psychedelic	period,	and	grew	from	the	
Beat	generation	of	the	1950s.	
Some	say	the	world	will	end	in	fire,	some	say	in	ice.	
	 From	what	I’ve	tasted	of	desire,	I	hold	with	those	who	favor	fire.	
	 But	if	it	had	to	perish	twice,	I	think	I	know	enough	of	hate	
	 To	say	that	for	destruction	ice	is	also	great	
	 And	would	suffice	(Frost,	1920)	
	
It	is	metaphorical	of	change	and	endings,	with	both	destructive	forces	symbolic	of	
the	erasure	of	existing	structures	and	lifestyle.	It	also	potentially	carries	religious	
connotations,	evoking	imagery	of	the	Old	Testament	and	Book	of	Revelation.	It	is	
evocative	of	nature	on	a	broader	scale,	connecting	to	seasons	and	natural	cycles.	
The	Dead	were	influenced	by	Eastern	philosophy,	and	a	central	theme	of	Buddhism	
is	that	change	is	inevitable	and	that	nothing	lasts	forever.	This	theme	is	continued	in	
the	fourth	verse,	where	the	passage	of	time	is	lamented:	‘It’s	the	same	story	the	
crow	told	me,	it’s	the	only	one	he	knows.	Like	the	morning	sun	you	come	and	like	
the	wind	you	go,	Ain’t	no	time	to	hate,	barely	time	to	wait….	Whoa-oh,	what	I	want	
to	know,	where	does	the	time	go?’			
	
The	lyrics	were	visually	evocative,	and	in	this	way	somewhat	similar	to	Hunter’s	
earlier	works.	Whilst	these	lyrics	are	not	esoteric	in	the	manner	observed	in	‘China	
Cat	Sunflower’	or	‘Dark	Star’,	they	contain	the	same	‘double	edged	phrases’	and	‘can	
easily	be	pulled	out	of	[the]context	of	their	setting	and	used	as	mottoes	or	
admonishments;	reassurances	or	daring	propositions,	depending	on	how	they	are	
needed	at	any	given	moment	or	event	in	your	life’	(Dodd,	2005).	This	poetic	style	
was	characteristic	of	the	Garcia/Hunter	partnership	and	was	to	become	a	defining	
quality	of	the	Dead.	I	feel	that	the	lyrical	content	was	more	in	keeping	with	
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psychedelia	than	country	music.	The	lyrics	do	tell	a	personal	story,	which	is	often	a	
feature	of	Bakersfield	songs	such	as	Merle	Haggard’s	‘Workingman’s	Blues’	and	‘Okie	
from	Muskogee’,	so	it	would	be	reasonable	to	propose	that	in	telling	of	their	
experiences	the	Dead	are	attempting	to	follow	this	tradition,	but	adapting	it	to	fit	
within	their	community.	Whilst	Bakersfield	songs	would	typically	talk	about	
unemployment,	union	cards	and	the	hardships	of	blue	collar	work,	these	were	not	
experiences	that	would	have	resonated	personally	with	the	Dead,	and	therefore	it	is	
more	in	keeping	with	the	underlying	ethos	that	they	sing	about	issues	relating	to	
their	life,	and	the	countercultural	community.		
It's	a	big	job	just	gettin'	by	with	nine	kids	and	a	wife		
But	I've	been	a	workin'	man	dang	near	all	my	life		
I'll	be	working	long	as	my	two	hands	are	fit	to	use		
I'll	drink	my	beer	in	a	tavern,		
Sing	a	little	bit	of	these	working	man	blues		
	
I	keep	my	nose	on	the	grindstone,	I	work	hard	every	day		
Might	get	a	little	tired	on	the	weekend,	after	I	draw	my	pay		
But	I'll	go	back	workin,	come	Monday	morning	I'm	right	back	with	the	crew		
I'll	drink	a	little	beer	that	evening,		
Sing	a	little	bit	of	these	working	man	blues		
	
Sometimes	I	think	about	leaving,	do	a	little	bummin	around		
I	wanna	throw	my	bills	out	the	window	catch	a	train	to	another	town		
But	I	go	back	working	gotta	buy	my	kids	a	brand	new	pair	of	shoes		
Yeah	drink	a	little	beer	in	a	tavern,		
Cry	a	little	bit	of	these	working	man	blues		
	
Well	Hey	hey,	the	working	man,	the	working	man	like	me		
I	ain't	never	been	on	welfare,	that's	one	place	I	won't	be		
Cause	I'll	be	working	long	as	my	two	hands	are	fit	to	use		
I	drink	a	little	beer	in	a	tavern		
Sing	a	little	bit	of	these	working	man	blues		
Yeah	drink	a	little	beer	in	a	tavern,		
Cry	a	little	bit	of	these	working	man	blues		
																																						(Haggard,	Workinman’s	Blues,	1969) 
	
I	would	suggest	that	‘Uncle	John’s	Band’	is	best	described	as	a	conflation	of	
Bakersfield	and	psychedelia,	where	storytelling	is	combined	with	suggestive	esoteric	
and	poetic	lyrics,	filled	with	double	meanings	and	mystery.		
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For	one	song	from	each	album	I	will	examine	the	lyrics	using	Griffiths’	concept	of	
verbal	space	and	use	of	rhyme,	see	Figures	5.16	and	5.17.	‘Uncle	John’s	Band’	made	
extensive	use	of	elisions,	which	I	feel	were	deployed	to	keep	the	song	moving	
forward	by	appearing	to	pre-empt	the	beat,	similar	to	the	technique	found	in	more	
traditional	bluegrass	music.	The	number	of	beats	within	the	musical	phrases	has	also	
been	adjusted	to	fit	the	flow	of	the	lyrics,	allowing	the	words	to	‘work	within	the	
spaces	of	tonal	music’s	phrases’	(Griffiths,	2003,	43).	This	extension	can	be	observed	
within	the	verse	sections	where	the	standard	4/4	beat	is	complemented	with	the	
addition	of	one	bar	of	3/4,	which	allows	the	phrase	to	be	finished	without	the	lyrics	
feeling	rushed.		
	
The	first	nine	bars	of	lyrics	within	the	verse	sections	typically	occupy	a	similar	
amount	of	verbal	space	without	much	alteration	applied	to	the	syllabic	density.	
Within	the	second	eight-bar	section	the	syllabic	density	reduces,	providing	an	
increase	in	the	amount	of	verbal	space.	This	acts	to	provide	a	chance	for	the	listener	
to	ponder	the	questions	that	this	section	asks,	such	as	‘think	this	through	with	me?’	
and	‘let	me	know	your	mind?’	It	is	also	worth	noting	that	the	problem	words	tend	to	
be	found	beamed	or	held	across	notes,	for	example	‘hard-est’	and	‘Dan-ger’.		
	
Figure	5.16:	Verbal	space	in	‘Uncle	Johns	Band’			
4/4																																																																																																																																																	3/4																														4/4	
x										x										x										x										|	x										x										x										x									|	x										x										x										x										|	x										x									x										|	x									x									x								x							
|	
																															Well,	the	|	first							days						are				the			har	-	dest		days--	don't	you	wor	-	ry				any---					more																					‘cause	
	
4/4																																																																																																								3/4																																	4/4	
x										x										x										x										|	x										x										x																						x								|	x										x											x										|	x									x									x								x							|	
When					life---					looks	like	ea	-	-	sy				street							there	is									dan	-	-	ger	at					your		door	
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4/4																																																																																																																																																																																
x										x											x															x													|	x										x										x										x									|	x										x										x										x																			|	x										x										x										x										|	
Think						this	through	with	me---																																																let													me	know	your	mind----	
	
4/4																																																																																																																																																																																
x										x											x															x													|	x										x										x										x									|	x										x										x										x																			|	x										x										x										x										|	
Whoa		-			oh,									what	I															want		to				know---------------										is									are						you																kind?	
4/4																																																																																																																																																	3/4																														4/4	
x										x										x										x										|	x										x										x										x									|	x										x										x										x										|	x										x									x										|	x									x									x									x							
|	
																															It's						a						buck								dancer's	choice---		my								friends,				better		take									my	advice--																																		You		
	
	
4/4																																																																																												3/4																																4/4	
x										x										x										x										|	x										x										x										x								|	x										x									x										|	x									x									x								x							|	
know							all		the	rules	by				now									and			the													fire												from	the			ice	
	
4/4																																																																																																																																																																																
x										x											x															x													|	x										x										x										x									|	x										x										x										x																			|	x										x										x										x										|	
Will									you	come			with	me?																																																						Won't					you	come	with															me?	
	
4/4																																																																																																																																																																																
x										x											x															x													|	x										x										x										x									|	x										x										x										x																			|	x										x										x										x										|	
Whoa		-		oh,											what	I														want	to	know-----------------											will	you					come	with						me?	
	
	
	
	
4/4																																																																																																																																																																																
x										x											x															x													|	x										x										x										x									|	x										x										x										x																			|	x										x										x										x										|	
												God					damn,						well	I	------		declare																																			Have		you					seen				the		like?------																																		their											
	
4/4																																																																																																																																																																																
x										x											x															x													|	x										x										x										x									|	x										x										x										x															|	x										x										x										x										|	
walls							are			built							of	can------non								balls,									Their		motto							is		“Don't							tread----				on								me”	
	
	
	
4/4																																																																																																																																																																																
x										x											x															x													|	x										x										x										x									|	x										x										x										x																			|	x										x										x										x										|	
Come															hear																Un	--	cle						John's	Band																by							the						riv-----er------side----	
	
4/4																																																																																																																																																																																
x										x											x															x													|	x										x										x										x									|	x										x										x										x														|	x										x										x										x										|	
Got											some	things	to	talk						about																																							here										beside					the						rising													tide------------	
	
	
	
4/4																																																																																																																																																	3/4																														4/4	
x										x										x										x										|	x										x										x										x									|	x										x										x										x										|	x										x									x										|	x									x									x								x							
|	
																															It's	the							same		story							the	crow				told	me																It's	the								only	one						he	know	-																												like		
	
4/4																																																																																												3/4																																4/4	
x										x										x										x										|	x										x										x										x								|	x										x									x										|	x									x									x								x							|	
the						morning								sun								you	come																	and					like					the	wind				you	go	
	
4/4																																																																																																																																																																																
x										x											x															x													|	x										x										x										x									|	x										x										x										x																			|	x										x										x										x										|	
Ain't										no	time					to	hate-------																																																barely						time				to	wait------------	
	
4/4																																																																																																																																																																																
x										x											x															x													|	x										x										x										x									|	x										x										x										x																			|	x										x										x										x										|	
Whoa		-			oh,									what	I															want		to				know---------------								where		does		the			time						go?	
	
	
	
4/4																																																																																																																																																	3/4																														4/4	
x										x										x										x										|	x										x										x										x									|	x										x										x										x										|	x										x									x										|	x									x									x								x							
|	
																																I				live							in	a					silver--										mine---							and		I													call		it									Beggar's						Tomb------																												I	
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4/4																																																																																												3/4																																4/4	
x										x										x										x										|	x										x										x										x								|	x										x									x										|	x									x									x								x							|	
got											me	a										violin----								and		I								beg		you				call						the				tune------	
	
	
	
	
	
4/4																																																																																																																																																																																
x										x											x															x													|	x										x										x										x									|	x										x										x										x																			|	x										x										x										x										|	
Anybody's																							choice-----																																																I																can	hear		your							voice	
	
4/4																																																																																																																																																																																
x										x											x															x													|	x										x										x										x									|	x										x										x										x																			|	x										x										x										x										|	
Whoa	-	oh													what	I															want									to			know-----------										how			does				the	song						go?	
	
	
	
4/4																																																																																																																																																																																
x										x											x															x													|	x										x										x										x									|	x										x										x										x																			|	x										x										x										x										|	
Come															hear																Un				cle						John's	Band																by							the						riv-----er------side----	
	
4/4																																																																																																																																																																																
x										x											x															x													|	x										x										x										x									|	x										x										x										x														|	x										x										x										x										|	
Got											some	things	to	talk						about																																							here										beside					the						rising													tide------------	
	
	
	
4/4																																																																																																																																																																																
x										x											x															x													|	x										x										x										x									|	x										x										x										x																			|	x										x										x										x										|	
												Come			hear								Un	-	-	----cle							John's	Band															play				ing						to								the	tide--------	
	
4/4																																																																																																																																																																																
x																x											x															x													|	x										x										x										x									|	x										x										x										x														|	x										x										x										x										|	
Come	on	along																				or	go								a	-	-	-	-	lone-------				he's						come								to		take				his	chil	-	-	dren		home-----------	
	
There	is	only	a	partial	homage	to	simple	rhyme	found	between	the	songs	phrases	
(highlighted	in	yellow	in	Figure	5.17),	and	it	does	not	neatly	fit	the	first	two	of	
Griffiths’	three	versions	of	full-rhyme	and	half-rhyme.	I	therefore	believe	that	it	is	
best	positioned	in	the	category	of	not-to-rhyme,	and	therefore	the	lyrics	can	be	
described	as	anti-lyric,	which	is	where	the	song	has	shifted	away	from	sonorous	
rhyme.	This	is	somewhat	comparable	to	beat	poetry,	which	was	a	strong	influence	
on	the	counterculture	of	the	1960s,	although	detailed	exploration	of	the	relationship	
between	them	lies	outside	the	scope	of	this	thesis.	
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Figure	5.17:	Verbal	space	and	rhyme	in	‘Uncle	Johns	Band’	
																																															Uncle	Johns	Band	
Phrase	A	 Phrase	B	
Well,	the	first	days	are	the	hardest	days	 don't	you	worry	anymore	
	
When	life	looks	like	Easy	Street	
	
there	is	danger	at	your	door	
	
Think	this	through	with	me	
	
Let	me	know	your	mind	
	
Whoa-oh,	what	I	want	to	know	
	
is	are	you	kind?	
	
It's	a	Buck	Dancer's	Choice,	my	friend,	
	
better	take	my	advice	
	
You	know	all	the	rules	by	now	
	
and	the	fire	from	the	ice	
	
Will	you	come	with	me?	
	
Won't	you	come	with	me?	
	
Wo-oah,	what	I	want	to	know,	
	
will	you	come	with	me?	
	
Goddamn,	well	I	declare	
	
Have	you	seen	the	like?	
	
Their	walls	are	built	of	cannonballs,	
	
their	motto	is	Don't	Tread	on	Me	
	
Come	hear	Uncle	John's	Band	
	
by	the	riverside	
	
Got	some	things	to	talk	about	
	
here	beside	the	rising	tide	
	
It's	the	same	story	the	crow	told	me	
	
It's	the	only	one	he	know	-	
	
like	the	morning	sun	you	come	
	
and	like	the	wind	you	go	
	
Ain't	no	time	to	hate,	
	
barely	time	to	wait	
	
Whoa-oh,	what	I	want	to	know,	
	
where	does	the	time	go?	
	
I	live	in	a	silver	mine	
	
and	I	call	it	Beggar's	Tomb	
	
I	got	me	a	violin	
	
and	I	beg	you	call	the	tune	
	
Anybody's	choice	
	
I	can	hear	your	voice	
	
Whoa-oh	what	I	want	to	know,	
	
how	does	the	song	go?	
	
Come	hear	Uncle	John's	Band	
	
by	the	riverside	
	
Come	with	me	or	go	alone	
	
He's	come	to	take	his	children	home	
	
Come	hear	Uncle	John's	Band	
	
playing	to	the	tide	
	
Come	on	along	or	go	alone	
	
He's	come	to	take	his	children	home	
	
	
Within	this	lack	of	rhyme,	there	presents	another	resemblance	between	Hunter’s	
lyrics	and	beat	poetry,	which	of	course	Hunter	would	have	been	very	familiar	with	
having	grown	up	with	it	and	been	involved	in	the	scene.	Beat	poetry	evolved	during	
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the	1940s	and	San	Francisco	became	the	epicentre	of	the	movement	during	the	
1950s,	where	its	main	concepts	centred	around	the	questioning	of	mainstream	
culture	and	politics,	concepts	that	were	also	central	to	the	Dead’s	fans.	The	
movement	centred	around	a	collection	of	writers	such	as	Kenneth	Rexroth	and	
Robert	Duncan,	who	experimented	with	mind	altering	drugs,	achieving	higher	
consciousness	(through	the	implementation	of	Eastern	Religion)	and	with	defying	
conventional	writing.	These	core	concepts	would	feature	strongly	within	their	works.	
The	Beat	generation	were	prominent	with	recitals	in	cafés	and	public	areas,	which	
also	hosted	the	earliest	music	of	Garcia	and	Hunter.				
	
The	absence	of	rhyme	is	one	of	the	more	obvious	comparisons	that	can	be	found	
between	some	of	Hunter’s	lyrics	and	beat	poets	such	as	Allen	Ginsberg,	whose	poem	
‘Howl’	was	considered	an	influential	work,	and	stands	out	with	its	more	irregular	
structure	and	lack	of	traditional	characteristics:	
																		I	saw	the	best	minds	of	my	generation	destroyed	by	madness,	starving		
																															hysterical	naked,	
																		Dragging	themselves	through	negro	streets	at	dawn	looking	for	an		
																															angry	fix	
																			angelheaded	hipsters	burning	for	the	ancient	heavenly	connections	to	
																														the	starry	dynamo	in	the	machinery	of	night,	
																			who	poverty	and	tatters	and	hollow-eyed	and	high	sat	up	smoking	in	
																															the	supernatural	darkness	of	cold-water	flats	floating	across	the	
																															tops	of	cities	contemplating	jazz	
																																																																																																																			(Ginsberg,	2015,14)	
	
																					
The	phrases	used	in	this	poem,	like	Hunter’s	for	the	Dead,	are	free	flowing,	and	
when	necessary	to	the	nature	of	the	prose,	will	take	different	times	to	complete.	
Both	are	filled	with	countercultural	references	designed	to	appeal	to	the	San	
Francisco	fan	base.	One	of	the	main	differences	between	them	is	that	Hunter	injects	
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his	lyrics	with	humour	and	optimism,	whereas	Ginsberg’s	tend	to	be	darker	and	less	
optimistic.			
	
Where	‘Uncle	John’s	Band’	served	as	a	hope	inspiring	number	to	bring	the	remnants	
of	the	counterculture	together,	‘Dire	Wolf’	although	set	to	a	cheerful	‘sing-a-long’	
melody,	contained	much	darker	themes.	There	have	been	a	number	of	proposed	
influences	for	this;	Garcia	stated	that	he	‘Wrote	that	song	when	the	Zodiac	Killer	was	
out	murdering	in	San	Francisco.	Every	night	I	was	coming	home	from	the	studio,	and	
I’d	stop	at	an	intersection	and	look	around,	and	if	a	car	pulled	up,	it	was	like,	“This	is	
it,	I’m	gonna	die	now”…..	the	refrain	got	to	be	so	real	to	me.	“Please	don’t	murder	
me,	please	don’t	murder	me”.	It	was	a	coincidence	in	a	way,	but	it	was	also	the	truth	
at	the	moment’	(Dodd,	2005,	84).	Furthermore,	the	Manson	murders	had	occurred	
that	year	and	went	to	trial	the	same	week	that	Workingman’s	Dead	was	released	in	
June	1970.	Just	one	month	previously,	the	Kent	State	shootings	had	occurred,	which	
prompted	Garcia	to	encourage	live	audiences	to	sing	along	to	‘Don’t	murder	me’	
(Poole,	2016,	67-70).	It	would	be	reasonable	to	suggest	that	these	underlying	threats	
had	an	influence	on	a	song	where	the	narrator	directly	pleads	not	to	be	murdered.	
There	was	wider	symbolism	behind	the	lyrics,	with	the	Vietnam	War	escalating,	and	
in	January	1970,	several	of	the	band	members	had	been	arrested	during	a	drugs-bust	
and	were	awaiting	trial,	and	Weir	had	accused	the	establishment	of	attempting	to	
save	the	city	for	the	‘straight’	people.	
	
The	Dire	Wolf	featured	within	the	song	could	therefore	be	interpreted	in	a	number	
of	ways	as	there	were	numerous	legends	and	literary	writings	which	depict	a	giant	
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wolf,	including	the	Nordic	Fenrir,	who	was	destined	to	kill	Odin	(Prose	Edda),	
Grimm’s	‘Little	Red	Riding	Hood’	and	the	theme	of	Conan	Doyle’s	‘The	Hound	of	the	
Baskervilles’,	which	Hunter	had	been	watching	on	television	at	the	time	(Poole,	
2015).	Most	references	to	wolves	in	songwriting	are	however	symbolic,	often	
representing	a	metaphorical	threat.	In	this	case,	the	most	obvious	such	threat	is	the	
violence	and	murders	within	the	Bay	Area,	but	the	wolf	could	alternatively	be	
viewed	as	the	establishment.	Within	the	song,	the	narrator	invites	the	wolf	in	‘The	
wolf	came	in,	I	got	my	cards,	we	sat	down	for	a	game,	I	cut	my	deck	to	the	Queen	of	
Spades,	but	the	cards	were	all	the	same’.		
	
Whilst	the	narrator	attempts	to	live	in	harmony,	and	offers	hospitality	to	his	‘guest’,	
the	Dire	Wolf	has	no	intention	of	doing	so	and	simply	wishes	to	collect	the	dues	that	
he	believes	are	owed	to	him.	This	is	synonymous	with	an	establishment	that	has	no	
intentions	of	living	with	a	counterculture,	and	likely	a	perceived	view	within	the	
crumbling	scene	at	that	time.	In	an	interview	with	Michael	Lydon,	Garcia	equated	
the	song’s	narrator	to	someone	who	identified	with	the	counterculture,	attempting	
to	survive	within	the	establishment’s	conventions,	which	supports	this	view	(Poole,	
2015,	70).	This	is	essentially	revisiting	the	themes	discussed	in	‘Uncle	John’s	Band’,	
with	the	growing	acceptance	that	the	counterculture	could	no	longer	comfortably	
exist	alongside	mainstream	American	society.		
	
There	was	a	theme	of	gambling,	fate	and	penance,	with	the	Dire	Wolf	sitting	down	
for	a	game	with	the	finality	of	the	collection	of	his	debt	whilst	the	‘boys	sing	around	
the	fire’.	The	lyrics	paint	a	picture	of	a	hard,	cold	winter	in	the	country,	which	draws	
	 329	
comparison	to	many	country	songs.	The	setting	and	actions	would	be	in	keeping	with	
the	Bakersfield	scene,	where	gambling	and	debts	were	commonly	referenced	e.g.	
Kenny	Rogers’s	‘The	Gambler’.	They	were	problems	that	the	target	audience	would	
have	identified	with,	and	in	particular	gambling	debts	with	the	eventual	‘pay	back’	
were	a	real	fear	that	permeated	poverty-stricken	communities.	The	Dead	appeared	
to	be	using	the	Queen	of	Spades	as	a	symbol	of	Death,	as	indicated	by	Garcia	in	
interview,	but	this	interpretation	is	controversial,	as	in	Tarot	this	card	represents	the	
sternness	of	a	mature	intellect,	and	is	associated	with	change,	oppression	or	conflict	
(Wheatley,	1971).	It	is	possible	that	they	were	reflecting	upon	the	changes	occurring	
within	the	counterculture	and	their	need	for	a	new	direction	of	travel,	which	the	
album	itself	represents.	
	
I	feel	that	the	lyrics	of	‘Dire	Wolf’	work	at	multiple	levels,	connecting	to	country	
music	through	its	setting	and	themes.	Whilst	written	in	a	major	key	typical	of	
country	music,	the	lyrics	are	sinister,	and	there	is	multi-layered	symbolism	to	
contemporary	issues	within	the	Bay	Area	scene,	both	in	terms	of	the	local	killings	but	
also	of	the	wider	fear	of	change	and	end	of	an	era.	This	connected	the	song	to	the	
counterculture	and	separated	it	from	just	being	a	simple	country	piece.	This	
disconnect	is	paralleled	within	the	structure	of	the	music,	with	the	tonic	being	
withheld,	and	the	lyrics	typically	based	on	the	3rd	and	5th	notes	of	the	chords.		
	
	‘Black	Peter’	saw	a	return	to	familiar	territory	for	the	Grateful	Dead,	with	the	song’s	
theme	of	a	‘man	on	his	deathbed,	surrounded	by	sympathetic	cronies’	(Jackson,	
1999,	177)	being	a	thinly	veiled	metaphor	for	a	notoriously	horrific	acid	trip	that	
	 330	
Hunter	experienced	in	1969.	In	this	episode,	he	had	accidently	consumed	a	full	gram	
of	crystal	LSD	(with	a	street	value	at	the	time	of	$50,000)	mixed	with	mescaline	in	
apple	juice.	During	this	trip,	he	had	‘endured	multiple	imaginary	deaths	over	a	long	
evening’	(Richardson,	2014,	153),	experiencing	‘every	assassination	he	knew	of,	
dying	with	JFK	and	with	Lincoln,	among	many	other	deaths’	(Poole,	2016,	105).	In	the	
song,	there	are	two	notable	themes:	acceptance	of	death	and	a	celebration	of	a	life	
well	lived.	This	is	evidenced	in	the	end	of	the	second	verse,	‘One	more	day,	I	find	
myself	alive,	tomorrow,	maybe	go,	beneath	the	ground’,	and	the	bridge	section,	‘See	
here	how	everything,	led	up	to	this	day,	and	it’s	just	like	any	other	day,	that’s	ever	
been,	Sun	goin’	up,	and	then	the	sun	it	goin’	down,	Shine	through	my	window	and	
my	friends	they	come	around’.	
	
Reference	to	the	forces	of	nature	and	the	passage	of	time	are	common	themes	for	
the	Dead,	and	reflect	acknowledgement	of	the	journey	of	life	and	its	inevitable	
conclusion.	Themes	of	nature	were	also	heard	in	‘Uncle	John’s	Band’.	At	no	point	in	
the	lyrics	was	there	any	suggested	anger,	rather	a	reflection	on	the	spectacle	of	
death,	and	the	human	reaction	to	it.	‘People	may	know	but	the	people	don’t	care,	
that	a	man	could	be	as	poor	as	me’	and	‘Take	a	look	at	poor	Peter	he’s	lyin’	in	pain,	
now	let’s	go	run	and	see’.	A	possible	interpretation	of	this	is	that	the	narrator	is	not	
actually	dying	at	all,	and	that	the	onlookers	are	being	cynical	and	sarcastic,	given	the	
verse	moving	into	the	third	person.	I	suspect	however,	that	this	is	more	a	reflection	
of	the	underlying	dangers	of	LSD	and	drug	usage.	Within	the	countercultural	scene,	
many	people	died	of	an	overdose,	or	suffered	‘acid	burnout’,	and	there	would	have	
been	a	sense	of	inevitability	that	even	if	death	did	not	occur	on	that	occasion,	it	was	
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only	to	be	a	matter	of	time	before	it	would.	It	is	important	to	remember	that	Garcia	
did	adjust	Hunter’s	lyrics	to	make	them	more	ambiguous,	so	the	‘true’	meaning	
might	have	been	obscured	to	fit	his	perceived	vision	of	the	piece.	There	is	evidence	
to	support	this	theory,	as	Hunter	had	originally	intended	the	song	to	be	a	‘jumpy	
little	tune’,	but	instead	Garcia	‘turned	it	inside	out	and	made	a	monster	of	it,	Garcia	
slowed	the	song	down	to	a	mournful	ballad	tempo	and	played	it	like	a	country	blues	
with	some	Western	overtones’	(Jackson,	1999,	177).	The	theme	of	Death	was	
common	in	country	music	such	as	Kenny	Rogers’s	1979	song	‘The	Gambler’,	where	a	
nostalgic	lament	to	the	actions	of	a	life	drawing	to	a	close	formed	the	central	theme:	
‘And	when	he	finished	speakin’,	he	turned	towards	the	window,	crushed	out	his	
cigarette,	and	faded	off	to	sleep,	and	somewhere	in	the	darkness,	the	gambler	he	
broke	even,	and	in	his	final	words,	I	found	an	ace	that	I	could	keep’	(Kenny	Rogers,	
1979,	The	Gambler).	
	
This	theme	links	the	counterculture	to	country	music,	with	references	to	the	cycle	of	
death,	the	acceptance	of	its	inevitability	and	the	underlying	influence	of	an	LSD	trip	
played	out	in	a	country	blues	soundscape.	The	references	to	the	financial	poverty	of	
‘Peter’	contrasted	to	the	richness	of	his	life	being	well	lived,	and	the	enjoyment	of	
friendship	reflected	a	countercultural	ideal,	and	the	Dead’s	‘non-commercialist’	
persona.	This	is	at	odds	with	the	Dead’s	intention	of	the	album	to	achieve	
commercial	success	attracting	a	wider	audience,	and	to	rebuild	their	capital	after	
their	problems	with	Lenny	Hart	(Poole,	2016).		
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5.4:	American	Beauty	
Workingman’s	Dead	had	established	the	Grateful	Dead’s	move	into	country	music	
with	an	emphasis	on	the	Bakersfield	sound,	and	it	had	been	received	well	by	fans	
and	critics.	American	Beauty	continued	this	exploration	with	a	greater	breath	of	
influences,	including	that	of	bluegrass.	This	was	in	part	due	to	Garcia	meeting	the	
mandolinist	David	Grisman	during	the	recording	of	the	album	at	a	baseball	game	
between	the	Grateful	Dead	and	Jefferson	Airplane.	This	album	continued	the	Dead’s	
exploration	of	folklore,	with	a	greater	emphasis	on	major	key	melodies	and	closed	
harmony	singing,	and	Garcia	performing	less	on	lead	guitar,	favoring	the	pedal	steel	
instead.		
	
For	this	analysis,	I	will	focus	upon	‘Friend	of	the	Devil’,	‘Sugar	Magnolia’	and	
‘Truckin’’.	These	tracks	were	very	popular,	played	frequently	and	clearly	
demonstrate	the	Dead’s	use	of	Bluegrass,	Boogie	Woogie	shuffle	and	closed	
harmony	singing	within	their	performances.		
	
5.4.1:	Harmony	
The	development	of	Bluegrass	music	has	been	attributed	to	Bill	Monroe	in	1930-
1940s	Kentucky	with	the	‘Bluegrass	boys’.	It	was	structured	around	Monroe’s	‘Old	
Time’	musical	background	with	its	rigid	I-IV-V-I	harmonic	structure,	and	if	this	was	
not	followed	or	altered	in	any	way,	he	would	not	classify	such	music	as	bluegrass	
(Smith,	1995).	Between	1961	and	1965	Garcia	performed	frequently	in	a	variety	of	
different	bluegrass	bands,	typically	playing	the	banjo	and	it	can	be	clearly	heard	from	
the	recordings	that	he	was	well	versed	in	its	structural	and	stylistic	features	(Before	
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the	Dead,	2018	CD).	It	is	unsurprising	therefore	that	selected	features	of	bluegrass	
would	later	turn	up	within	the	Dead’s	performances	to	enhance	their	musical	
palette.		
	
‘Friend	of	the	Devil’	was	the	second	song	on	the	album,	and	contains	several	
features	that	were	important	in	the	Grateful	Dead’s	stylistic	development.	The	song	
was	usually	set	in	G	major	when	performed	live,	and	does	not	have	a	clearly	
separated	chorus	section.	Instead	it	is	made	up	of	several	verse/chorus	sections	
separated	with	a	bridge	and	a	guitar	solo,	see	Figure	5.18.	
	
Figure	5.18	‘Friend	of	the	Devil’:	An	overview	of	the	song’s	overall	structure	(sonic	
landscape)	
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After	McKernan’s	death,	the	song	was	reworked	and	played	at	half	speed,	which	was	
rumored	to	have	been	based	on	Kenny	Loggins	cover	of	their	piece.	This	change	
altered	the	feel	of	the	song	from	bluegrass,	to	that	of	a	blues	ballad,	however	the	
song’s	overall	structure	remained	the	same	and	unaltered	throughout	its	
performance	life.	
	
It	is	evident	when	examining	the	harmonic	structure	of	the	piece,	that	whilst	it	
loosely	contains	the	rigid	bluegrass	progression	of	I-IV-V-I,	the	Dead	made	frequent	
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variations	to	this	through	chord	additions	and	substitutions,	and	as	such	it	is	not	
inherently	a	bluegrass	piece,	see	Figure	5.19.	Instead	it	serves	to	highlight	the	Dead’s	
growing	fondness	for	using	the	I-IV	harmonic	shift,	as	can	be	observed	within	the	
songs	introduction.	Their	fondness	of	this	progression	could	be	because	of	the	
unfinished	sound	that	this	reversed	plagal	motion	produces,	which	along	with	the	
use	of	1st	and	2nd	inversion	chord	shapes	aid	in	the	creation	of	the	harmonic	
ambiguity	sought	after	by	the	band.	The	Dead	generally	favored	oscillating	between	
two	chords,	which	could	be	considered	evident	here	within	some	of	the	sections,	but	
when	the	structure	is	viewed	from	a	distance,	the	basic	components	of	the	I-IV-V-I	
progression	can	be	observed.	They	maintained	a	G	major	tonality	throughout	which	
also	fitted	with	the	overall	bluegrass	feel,	and	there	was	little	evidence	of	modal	
experimentation.		
	
The	verse	is	split	into	two	parts,	the	first	adhering	to	the	I-IV	progression	established	
in	the	introduction,	and	the	second,	almost	chorus-based	part,	changing	to	V-ii,	
before	ending	on	four	bars	of	V,	with	the	resolution	to	the	tonic	being	restored	at	
the	start	of	verse	2.	This	withholding	of	harmonic	resolution	serves	to	create	tension,	
by	making	the	listener	wait	for	the	desired	return	to	the	tonic	that	is	finally	heard	
only	in	the	start	of	the	next	verse.	
	
Part	1:		
																G(I)																																																		C(IV)	
I	lit	out	from	Reno,	I	was	trailed	by	twenty	hounds	
G(I)																																																											C(IV)	
Didn’t	get	to	sleep	that	night	‘til	the	morning	came	around	
Part	2:	
																D(V)																																																											Am(ii)	
Set	out	running	but	I	take	my	time,	a	friend	of	the	Devil	is	a	friend	is	a	friend	of	mine	
D(V)																																													Am(ii)	
If	I	get	home	before	daylight,	just	might	get	some	sleep	tonight														
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Figure	5.19:	Harmonic	structure	of	‘Friend	of	the	Devil’	
Section	 Harmonic	progression	
Intro	 Set	in	G	major	with	a	4/4	time-signature		
|	G	(I)	|	G	(I)	|	C	(IV)	|	C	(IV)	|	x	4	
	
Verse	1	 |	G	(I)	|	G	(I)	|	C	(IV)	|	C	(IV)	|	x	2	
|	D	(V)	|	D	(V)	|	Am	(ii)	|	Am	(ii)	|	x	2	
|	D	(V)	|	D	(V)	|	D	(V)	|	D	(V)	|	
	
Verse	2	 	Same	as	verse	1	
	
Verse	3	 Same	as	verse	1	
	
Bridge	 |	D	(V)	|	D	(V)	|	D	(V)	|	D	(V)	|	
|	C	(IV)	|	C	(IV)	|	C	(IV)	|	C	(IV)	|	
|	D	(V)	|	D	(V)	|	D	(V)	|	D	(V)	|	
|	Am	(ii)	|	Am	(ii)	|	C	(IV)	|	D	(V)	|	
|	D	(V)	|	D	(V)	|	D	(V)	|	
	
Verse	4	 Same	as	verse	1	
	
Solo	 	Same	as	verse	1	
	
Bridge	2	 Same	as	bridge	1	
	
Verse	5	 Same	as	verse	1,	then	|	D	(V)	|	D	(V)	|	
	
	
The	bridge	section	does	not	make	use	of	the	tonic	chord	at	all,	instead	shifting	
emphasis	to	the	dominant	chord,	a	characteristic	feature	of	the	Dead’s	playing.	The	
audience	have	to	wait	for	resolution	until	the	beginning	of	the	next	section.		
	
Overall	the	piece	demonstrates	a	bluegrass	influence	juxtaposed	onto	a	typical	
Grateful	Dead	harmonic	progression,	and	I	feel	that	it	is	the	stylistic	elements	
implemented	throughout	this	work	that	are	responsible	for	the	Bluegrass	sound.	
This	is	why	in	the	later	performance	of	this	piece,	Garcia	was	able	to	create	the	very	
different	feel	of	a	blues	ballad	just	by	slowing	it	down.		
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It	is	inevitable	that	during	a	band’s	career	they	become	known	by	several	hugely	
‘iconic’	tracks,	such	as	Deep	Purple’s	‘Smoke	on	the	Water’	and	‘Black	Night’,	Led	
Zeppelin’s	‘Whole	Lotta	of	Love’	and	‘Stairway	to	Heaven’	and	David	Bowie’s	‘Space	
Oddity’	and	‘Star	Man’	to	name	but	a	few.	This	being	the	case,	‘Sugar	Magnolia’	
would	become	one	of	the	Dead’s	iconic	live	songs	that	they	would	forever	be	
remembered	by,	and	would	remain	a	regular	feature	within	their	set	list	throughout	
their	career.	With	the	unconventional	two-section	format	of	the	song	with	its	
‘Sunshine	Daydream’	outro,	it	was	the	first	truly	danceable	number	from	the	
Workingman’s	Dead	and	American	Beauty	albums.	The	pedal	steel	part	was	usually	
replaced	by	electric	guitar	in	live	performances,	and	when	played	throughout	the	
1970s	and	beyond	the	song	typically	lasted	7-10	minutes	and	received	an	extended	
intro	and	solo	section	jam.	A	jam	was	also	typically	added	after	verse	5	and	the	
‘Sunshine	Daydream’	section	became	far	more	extended.	
	
I	feel	that	the	song’s	two-section	format	was	in	part	responsible	for	creating	the	
momentum	that	helped	promote	and	continue	its	dance	feel.	It	allowed	the	band	to	
easily	keep	going	for	however	long	they	felt	necessary	and	received	a	positive	
response	from	the	audience,	further	providing	evidence	for	Conner’s	idea	of	
‘creating	a	shared	musical	experience’	(Conners,	2013).	It	would	be	problematic	to	
suggest	that	this	format	was	created	by	the	Dead	themselves,	as	this	form	can	be	
seen	in	many	other	songs	such	as	Eric	Clapton’s	1970s	track	‘Layla’	with	its	first	
section’s	song	part	and	its	hugely	extended	slide	guitar	solo/outro	and	the	earlier	
Iron	Butterfly	song	from	1968	‘In-A-Gadda-Da-Vidda’.	For	an	overview	of	‘Sugar	
Magnolia’s’	structure	see	Figure	5.20	and	for	its	harmonic	structure	see	Figure	5.21.	
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Figure	5.20	‘Sugar	Magnolia’:	An	overview	of	the	song’s	overall	structure	(sonic	
landscape)	
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Figure	5.21:	Harmonic	structure	of	‘Sugar	Magnolia’	
Section	 Harmonic	progression	
Intro	 Set	in	A	major	with	a	4/4	time-signature		
|	A	(I)	|	A	(I)	D	(IV)	A	(I)|	A	(I)	|	A	(I)	|	x	2	
|	A	(I)	|	A	(I)	|	
Verse	1	 |	A	(I)	|	A	(I)	D	(IV)	A	(I)|	A	(I)	G	(VII)	A	(I)	|	E	(V)	A	(I)	|,		
|	A	(I)	C♯m	(iii)	|	C♯m	(iii)	F♯m	(vi)			|	E	(V)	D	(IV)	|	D	(IV)	A	(I)	|,		
|	A	(I)	|	A	(I)	|	
Verse	2	 Same	as	verse	1	
Bridge	1	 |	D	(IV)	G	(VII)	|	G	(VII)	D	(IV)	|	D	(IV)	A	(I)	|	A	(I)	D	(IV)	|	
|	D	(IV)	G	(VII)	|	G	(VII)	D	(IV)	|	D	(IV)	E	(V)	|	E	(V)	A	(I)	|	
Pedal	steel	
solo	
|	A	(I)	|	A	(I)	|	A	(I)	|	A	(I)	D	(IV)	A	(I)	|,		
|	A	(I)	E	(V)|	E	(V)	A	(I)	|	A	(I)	|	A	(I)|,		
|	A	(I)	|	A	(I)	|	A	(I)	|	A	(I)	|	
Verse	3	 Same	as	verse	1	
Verse	4	 Same	as	verse	1	
	
Chorus	 |	A	(I)	G	(VII)	D	(IV)	|	D	(IV)	A	(I)	|	A	(I)	G	(VII)	|	D	(IV)	A	(I)	|		
|	A	(I)	G	(VII)	D	(IV)	|	D	(IV)	A	(I)	|	A	(I)	G	(VII)	|	D	(IV)	A	(I)	|	
|	D	(IV)	|2/4	D	(IV)	|4/4	D	(IV)	|	A	(I)	E	(V)	|	E	(V)	|	
Bridge	2	 Same	as	bridge	1	
	
Verse	5	 Same	as	verse	1	
	
Sunshine	
Daydream	
Chorus	
Modulates	to	B	major	
|	B	(I)	|	B	(I)	E	(IV)	B	(I)	E	(IV)|	B	(I)	F♯	(V)|	F♯	(V)	E	(IV)	|	x	5	
Then	it	fades	out	
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Analysis	of	the	song’s	harmony	again	reveals	a	typical	bluegrass	structure	featuring	I-
V-IV-I,	which	has	been	adapted	to	include	many	chord	additions	and	substitutions	
for	musical	interest	(Doll,	2009).	It	is	worth	noting	at	this	point	that	the	song’s	lyrics	
do	not	in	any	way	follow	a	blues	based	structure	of	call	and	response.		
	
‘Sugar	Magnolia’	is	fundamentally	constructed	of	four	main	sections,	each	containing	
its	own	identifiable	harmonic	progression:	the	verse,	chorus,	bridge	and	outro.	The	
Verse	consists	of	ten	bars,	two	repeated	four	bar	phrases	with	a	turnaround	two	bar	
section:	|	A	(I)	|	A	(I)	D	(IV)	A	(I)|	A	(I)	|	A	(I)	|,	|	A	(I)	|	A	(I)	D	(IV)	A	(I)|	A	(I)	|	A	(I)	|,	
|	A	(I)	|	A	(I)	|.	It	is	firmly	rooted	within	the	tonic,	containing	a	few	small	chord	
additional	shifts	to	the	sub-dominant	to	create	the	song’s	recognisable	motivic	
pattern	Sugar	Magnolia	1	(SM1).	It	can	also	be	viewed	as	a	two-chord	oscillation	
between	I-IV,	a	typical	progression	for	the	Dead.	The	Chorus	section	is	slightly	
longer,	consisting	of	thirteen	bars,	and	relying	on	the	VII	chord	to	act	like	an	
ambiguous	version	of	the	1st	inversion	of	the	dominant:	|	A	(I)	G	(VII)	D	(IV)	|	D	(IV)	A	
(I)	|	A	(I)	G	(VII)	|	D	(IV)	A	(I)	|,	|	A	(I)	G	(VII)	D	(IV)	|	D	(IV)	A	(I)	|	A	(I)	G	(VII)	|	D	(IV)	A	
(I)	|,	|	D	(IV)	|2/4	D	(IV)	|4/4	D	(IV)	|	A	(I)	E	(V)	|	E	(V)	|.	The	harmonic	progression	
for	this	section	comprises	two	repeats	of	I-VII-IV-I,	with	the	last	five	bars	featuring	
IV-VII-IV-V-I,	an	adjusted	blues	shift,	with	an	added	2/4	bar	to	accommodate	the	
closure	of	the	lyric’s	arching	phrase.	The	Bridge	appears	twice	within	the	song,	
following	each	pair	of	verses.	The	section	is	relatively	short,	consisting	of	only	two	
repeated	four	bar	phrases,	focusing	around	the	subdominant:	|	D	(IV)	G	(VII)	|	G	(VII)	
D	(IV)	|	D	(IV)	A	(I)	|	A	(I)	D	(IV)	|,	|	D	(IV)	G	(VII)	|	G	(VII)	D	(IV)	|	D	(IV)	E	(V)	|	E	(V)	A	
(I)	|.	This	section	features	a	IV-VII-IV-I	progression	where,	as	in	the	chorus,	the	VII	
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chord	acts	as	a	1st	inversion	substitute	for	the	V	chord	to	keep	the	overall	blues	
based	structure.	Finally,	the	‘Sunshine	Daydream’	section	of	the	song	sees	a	key	
change	to	B	major.	The	section	in	this	version	consists	of	twenty-bars	before	fading	
out,	where	the	four-bar	pattern	is	simply	repeated:	|	B	(I)	|	B	(I)	E	(IV)	B	(I)	E	(IV)|	B	
(I)	F♯	(V)|	F♯	(V)	E	(IV)	|	keeping	a	traditional	I-IV-V-IV	circle	going	to	close	the	song.	
	
It	becomes	notable	from	previous	analysis	and	this	song	that	the	Dead	have	an	
established	habit	of	substituting	a	version	of	chord	VII	for	V,	most	likely	as	previously	
mentioned	for	its	creation	of	tonal	ambiguity.	
	
‘Truckin’	was	the	band’s	first	attempt	at	writing	a	road	song,	including	events	that	
they	had	experienced	on	the	road	over	the	previous	year,	and	it	featured	a	large	
number	of	countercultural	references.	Hunter	had	always	intended	for	the	lyrics	to	
be	expanded	over	the	years	adding	new	events	and	experiences,	but	in	interview	
had	confessed	that	once	a	song	had	been	written,	the	inclination	wasn’t	there	to	
adjust	it	(Dodd,	2005).	
	
Structurally	‘Truckin’’	comprises	the	more	traditional	format	of	repeating	verse,	
chorus	and	bridge,	and	did	not	deviate	from	this	blueprint	over	its	many	years	of	
performance.	Instead,	during	the	1970s	it	became	a	vehicle	for	longer	improvisation	
and	its	intro	and	outro	were	transformed	into	larger,	more	experimental	jams,	with	
the	addition	of	an	improvisation	towards	the	middle	of	the	piece.	Harmonically	the	
song	is	blues	influenced,	with	the	intro	and	verses	consisting	of	just	the	tonic	E	major	
tonality,	see	Figures	5.22	and	5.23.	The	chorus	sees	the	‘typical’	twelve-bar	blues	
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progression	of	I-I-IV-IV,	V-V-IV-IV,	I-I-I-I,	and	it	was	not	unheard	of	for	blues	songs	to	
be	presented	in	12/8	time	signature,	although	the	Dead	did	adjust	this	with	a	few	
bars	of	6/8	in	the	bridge	section	to	fit	the	lyrics	more	comfortably.	Similar	to	‘Sugar	
Magnolia’	and	‘Friend	of	the	Devil’,	‘Truckin’	features	a	‘fan	favourite’	bridge	section	
which	ends	with	the	words	‘what	a	long	strange	trip	it’s	been’,	prompting	much	
countercultural	discourse	as	to	its	meaning	owing	to	the	dual	connotations	of	the	
word	‘trip’.	The	bridge	is	the	most	harmonically	rich	section,	filled	with	chord	
additions,	but	still	adheres	to	a	blues	format	despite	an	arguable	shift	towards	the	
subdominant.		
	
Figure	5.22	‘Truckin’’:	An	overview	of	the	song’s	overall	structure	(sonic	landscape)	
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When	performed	live,	‘Truckin’’	often	became	a	vehicle	for	extended	jamming	
typically	lasting	between	6	and	20	minutes.	
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Figure	5.23:	Harmonic	structure	of	‘Truckin’’	
Section	 Harmonic	progression	
Intro	 Set	in	E	major	with	a	12/8	time-signature		
|	E	(I)	|	E	(I)	|	E	(I)	|,			|	E	(I)	|	E	(I)	|	E	(I)	|,		
	
Chorus	1	 |	E	(I)	|	E	(I)	|	A	(IV)	|	A	(IV)	|,	
|	B	(V)	|	B	(V)	|	A	(IV)	|	A	(IV)	|,	
|	E	(I)	|	E	(I)	|	E	(I)	|	E	(I)	|	
	
Verse	1	 |	E	(I)	|	E	(I)	|	E	(I)	|	E	(I)	|,	
|	E	(I)	|	E	(I)	|	E	(I)	|	E	(I)	|,	
	
Chorus	2	 Same	as	chorus	1	
	
Verse	2	 Same	as	verse	1	
	
Chorus	3	 Same	as	chorus	1	
	
Bridge	1	 |	A	(IV)	|6/8	A	(IV)	|12/8	A	(IV)	G	(III)	|	D/F♯	(VII)	A	(IV)	|,	
|	A	(IV)	|6/8	A	(IV)	|12/8	A	(IV)	G	(III)	|	D/F♯	(VII)	A	(IV)	|,	
|	D	(VII)	|	6/8	B	(V)	|12/8	F♯	(II)	|	F♯	(II)	|,	
|	A	(IV)	|	A	(IV)	|	E	(I)	|	E	(I)	|,	
|	E	(I)	|	E	(I)	|,	
Verse	3	 Same	as	verse	1	
	
Chorus	4	 Same	as	chorus	1	
	
Verse	4	 Same	as	verse	1	
	
Chorus	5	 Same	as	chorus	1	
	
Verse	5	 Same	as	verse	1	
	
Bridge	2	 Same	as	bridge	1	
	
Chorus	6	 Same	as	chorus	1	
	
Outro	 Same	as	verse	1	
	
	
5.4.2:	Stylistic	features	
The	most	important	features	within	‘Friend	of	the	Devil’	can	all	be	found	within	the	
song’s	introduction	and	first	verse,	as	the	ideas	are	continued	through	the	duration	
of	the	piece.	It	opens	with	a	descending	G	major	scale	(G-F♯-E-D-C-B-A-G)	on	the	
guitar.	The	opening	was	actually	composed	by	Garcia	and	Hunter’s	friend	John	
Dawson,	as	it	began	life	as	a	work	for	‘The	New	Riders	of	the	Purple	Sage’	until	
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Garcia	took	a	liking	to	the	piece,	and	composed	the	bridge	section.	The	opening	
pattern,	played	by	Garcia,	continues	with	the	addition	of	a	continuous	open	G	with	
two	bars	of	a	second-string	B	and	two	bars	of	C,	see	Figure	15.24.	This	three-note	
picking	pattern	is	imitative	of	banjo	picking	and	helps	to	create	a	bluegrass	feel,	even	
if	the	presented	harmony	is	not	typical	of	the	style.	The	descending	G	major	scale	
line	is	also	adjusted	to	include	two	hammer-on	notes	onto	the	E	and	C	as	shown	in	
the	transcription.	The	emphasis	is	placed	on	beats	1	and	3	(the	notes	of	the	
descending	G	major	scale),	which	is	not	typical	of	bluegrass	or	country,	where	the	
emphasis	is	typically	placed	on	the	offbeat.	Garcia	does	however	uses	a	traditional	
bluegrass	strumming	pattern	within	the	verse	sections,	of	bass-note,	strum	down,	
strum	down,	strum	up,	strum	down,	strum	up	(La	Point	2004),	see	Figure	15.25.		
	
Figure	5.24:	Garcia’s	banjo	style	opening:	
	
	
	
	 343	
Figure	5.25:	Garcia’s	bluegrass	strumming	
	
	
	
It	is	important	to	recognise	that	on	this	track	Garcia	relinquished	playing	lead	in	
order	to	take	control	of	the	highly	important	rhythm	part	instead,	and	that	Weir	
assumed	the	role	of	lead	guitarist.	The	decision	behind	this	choice	will	never	be	
known,	however,	I	suspect	that	it	could	have	been	due	to	Garcia’s	familiarity	with	
Bluegrass	stylistic	features,	including	his	proficiency	with	banjo	playing,	and	the	
picking	and	strumming	patterns	used	within	this	song	would	have	come	naturally	to	
him.	Within	the	lead	guitar	part,	Weir	also	plays	an	important	role	in	establishing	the	
style’s	idiom	by	introducing	some	very	characteristic,	and	easily	identifiable	
bluegrass	style	fills,	which	permeate	throughout	the	song’s	different	sections,	see	
Figure	5.26.		
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The	song’s	first	thirteen	bars	highlight	the	main	ideas	and	approach	that	Weir	uses	
to	keep	the	Bluegrass	feel,	the	most	important	of	which	are	annotated	in	the	
notation	in	figure	5.26:	The	three-note	chromatic	hammer-on	run	in	bar	three	of	D-
D♯-E,	a	three-note	run	with	a	slide	between	the	last	two	notes	seen	in	bar	5,	Weir’s	
extensive	use	of	hammer-on	and	pull-off	notes	within	longer	runs	of	notes	and	the	
use	of	quick	repeated	notes	as	seen	in	bar	3,	6,	8,	9,	11	and	13.	These	are	all	
identifiable	features	of	Bluegrass	performances	that	are	easy	to	introduce	and	which	
have	an	immediate	effect	on	the	sound	of	the	piece,	allowing	listeners	to	easily	
recognise	and	become	involved	with	the	band’s	new	direction	without	having	to	
adjust	to	any	groundbreaking	differences.	
	
Figure	5.26:	Examples	of	Weir’s	bluegrass	riffs	from	0’00’’	
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Nate	La	Pointe	also	refers	to	the	turnaround	that	Weir	uses	at	the	end	of	the	first	
verse	section	(0’42’’)	as	being	typically	Bluegrass	(LaPointe,	2004,	DVD),	see	Figure	
5.27.	
	
Figure	5.27:	End	of	verse	turnaround		
	
	
The	bass	line	of	‘Friend	of	the	Devil’	features	both	characteristics	of	the	Grateful	
Dead	that	have	been	discussed	in	detail	within	previous	chapters,	and	some	newer	
additions,	which	make	some	modest	concessions	to	the	Bluegrass	walking	bass	feel.	
Figure	5.28	shows	the	introduction	and	first	verse	of	‘Friend	of	the	Devil’,	but	
includes	all	instruments	within	the	example,	as	I	feel	that	it	is	important	to	see	the	
construction	of	Lesh’s	bass	line,	whilst	keeping	in	mind	the	context	of	the	other	
instruments’	melodic	lines,	which	arguably	contained	more	features	sympathetic	to	
Bluegrass.		
	
Lesh	does	not	enter	until	bar	10	of	the	introduction,	allowing	Garcia	to	establish	the	
song’s	opening	theme,	and	Weir	to	reinforce	the	Bluegrass	theme	with	his	fills,	
before	he	effectively	adds	another	melody	line	to	the	piece.	When	Lesh	does	enter,	
he	comes	in	on	the	off-beat,	with	a	run	that	holds	a	high	G	note	over	the	bar	from	
the	G	major	chord	to	the	C	major	chord,	which	could	be	seen	as	pre-empting	the	
beat	with	the	2nd	inversion.	I	feel	that	Lesh	chose	to	use	a	high	register	note,	so	that	
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it	could	be	heard	clearly	over	the	guitars,	and	signify	that	the	bass	had	entered	the	
work,	as	it	was	a	prominent	entrance	within	the	audio	recording.	His	third	bar	starts	
by	implying	the	1st	inversion	of	the	chord,	before	returning	to	the	root	for	the	fourth	
bar’s	G	major	chord,	moving	after	two	beats	to	the	chord’s	more	unstable	and	
ambiguous	2nd	inversion.	These	four	bars	alone	highlight	the	core	‘Lesh	Dead’	traits	
which	were	introduced	in	previous	chapters	of	this	thesis,	of	continually	using	
different	chord	inversions	to	destabilise	the	harmony	and	provide	tonal	ambiguity.	
They	also	serve	as	an	introduction	to	the	crucial	Bluegrass	stylistic	feature	of	playing	
just	before	the	beat,	or	pre-empting	it,	to	keep	the	music	driving	forwards.	This	is	a	
characteristic	that	Lesh	uses	continually	throughout	the	piece.	
	
Just	before	the	vocals	start,	Lesh	plays	repeated	C	notes	at	0’20’’	to	reinforce	the	
core	harmony,	shifting	to	the	root	note	G	at	0’21’’	with	the	chord	change,	before	
moving	to	the	3rd	inversion	at	0’23’’.	It	is	important	to	note	at	this	point	that	
although	Lesh’s	bass	varies	greatly	from	that	of	traditional	Bluegrass,	he	does	
simplify	his	part	more	during	the	verse	sections,	paying	a	nod	to	a	country/bluegrass	
walking	bass	through	the	use	of	octaves,	generally	starting	and	ending	the	verse	
phrases	by	reinforcing	the	root	of	the	chord,	saving	the	different	inversions	for	the	
in-between	sections.	I	feel	that	given	Lesh’s	complicated	melodic	bass	lines	and	
extensive	usage	of	1st,	2nd	and	3rd	inversion	chords,	that	this	was	quite	a	concession	
towards	incorporating	the	bluegrass	style	into	his	playing.	To	contextualize,	over	
time	up	until	his	2018	video	with	The	Terrapin	Family	Band,	Lesh	gradually	upped	
the	complexity	of	his	part	until	it	could	be	considered	a	melody	in	its	own	right.			
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Figure	5.28:	Lesh’s	bass	line	importance	within	the	instrumentation.	Starting	from	
0’14’’	when	the	bass	enters	
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The	piece	is	played	using	the	Dead’s	traditional	instrumentation,	which	is	very	
different	from	the	Bluegrass	standard.	There	is	a	notable	lack	of	banjo	or	violin,	with	
only	minimal	mandolin.	In	terms	of	percussion	it	featured	two	drummers,	which	
would	not	have	been	found	within	the	traditional	bluegrass	groups.	This	
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instrumentation	change	is	important	as	a	shift	towards	traditional	bluegrass	
instruments	would	have	potentially	lost	the	Dead’s	permeating	sound	and	could	
have	both	lost	acceptance	within	the	counterculture	and	limited	its	commercial	
appeal	to	grassroots	bluegrass	fans.	It	is	worth	noting	that	since	the	release	of	
American	Beauty,	there	have	been	many	bluegrass	cover	versions	of	‘Friend	of	the	
Devil’	using	the	genre’s	traditional	instrumentation,	including	Scott	Law’s	Bluegrass	
Dimension	in	2017	at	Lesh’s	restaurant	and	live	music	venue	Terrapin	Crossroads	
and	the	Brentwood	Rocker	Bluegrass	Band	in	2016.	These	interpretations	bring	the	
piece	much	closer	to	the	bluegrass	sound	but	clearly	sound	less	like	the	Dead’s	
music,	although	its	underpinning	harmonic	structure	still	keeps	one	foot	in	the	
track’s	origins.	This	once	again	demonstrates	how	a	defining	feature	of	the	Grateful	
Dead	is	their	capacity	to	assimilate	or	‘Deadify’	a	wide	range	of	sounds	into	their	set-
lists	without	losing	their	core	musical	values.	Whilst	the	Dead	did	use	two	drummers,	
there	was	no	evidence	in	this	recording	of	complex	polyrhythmic	drumming	within	
this	piece.	The	percussion	was	kept	to	a	minimum,	not	even	appearing	until	the	
second	verse,	keeping	to	a	4/4	time-signature	and	low	in	the	mix	allowing	the	guitar	
and	bass	to	dominate	along	with	the	lyrics	of	the	vocals.		
	
5.4.3:	Vocals		
The	lyrics	for	‘Friend	of	the	Devil’	contained	typical	country/bluegrass	themes	of	
running	from	the	law,	relationships	and	religion.	Of	note,	the	more	esoteric	and	
poetic	characteristics	of	Hunter’s	other	works	are	less	apparent	here,	and	there	was	
very	little	evidence	of	psychedelia	within	this	song.	This	may	have	been	due	to	
Garcia	asking	Hunter	for	a	more	‘danceable	song’	(LaPointe,	2004,	DVD).	It	is	not	a	
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song	trying	to	evoke	vivid	imagery	or	symbolism,	and	it	is	a	typical	morality	tale,	
which	could	potentially	fit	into	bluegrass	or	many	other	musical	styles.	This	perhaps	
explains	why	the	song	can	be	slowed	down	and	played	differently	without	sounding	
strange.	It	was	suggested	by	one	of	the	band’s	confederates	that	it	was	partly	
inspired	by	Rock	Scully’s	entanglements	with	various	women	(Dead.net).		
	
The	morality	tale	is	of	course	a	repeatedly	visited	theme	within	the	Grateful	Dead’s	
music,	both	in	their	own	material,	such	as	‘Deal’,	‘Looser’	and	‘Tennessee	Jed’	and	
within	the	choices	they	made	for	their	cover	songs	‘Mamma	Tried’	and	‘El	Paso’.	The	
song	recounts	the	narrator’s	life	of	crime,	and	the	implication	of	how	it	sticks	with	
him,	continually	affecting	his	life,	providing	the	vivid	imagery	of	the	irreversible	
nature	of	making	a	deal	with	the	Devil.	The	song	features	Christian	overtones	
through	the	symbolism	of	the	Devil	using	traditional,	classical	imagery,	and	the	
potential	references	to	‘hell’	hounds,	potentially	representing	the	police	as	an	
enemy	and	the	devil	as	a	friend.	When	performing	the	song	live	himself,	Hunter	
always	included	a	verse	not	presented	by	the	Dead	(Dodd,	2005),	which	provides	a	
slightly	clearer	moral	emphasis	of	choice,	‘You	can	borrow	from	the	devil,	you	can	
borrow	from	a	friend,	But	the	devil	will	give	you	twenty,	when	your	friend	got	only	
ten’,	showing	that	the	narrator	has	chosen	the	more	consequence-heavy	option	in	
favour	of	getting	a	larger	amount	of	money.	What	is	not	clear	is	if	the	verse	was	
offered	to	the	Dead	to	sing	or	not,	whether	it	was	added	later	after	the	Dead	had	
started	performing	the	song,	or	if	it	serves	as	an	example	of	the	type	of	material	
Garcia	cut	out	of	Hunter’s	lyrics	to	create	a	more	ambiguous	effect	as	has	been	
previously	mentioned	in	Chapter	4.		
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The	song’s	bridge	section	serves	to	show	an	example	of	Garcia’s	skill	at	producing	
popular	bridges	from	Hunter’s	lyrics.	It	originated	in	its	draft	version	as	a	verse	
section,	but	was	converted	overnight	by	Garcia	whom	Hunter	had	asked	to	look	at	it	
for	feedback.	The	lyrics	themselves,	such	as	‘Got	two	reasons	why	I	cry,	away	each	
lonely	night,	The	first	one’s	named	sweet	Anne	Marie,	and	she’s	my	heart’s	delight,	
the	second	one	is	prison,	baby,	the	sheriff’s	on	my	trail,	and	if	he	catches	up	with	me	
I’ll	spend	my	life	in	jail’,	serve	to	provide	a	level	of	severity	to	the	narrator’s	
situation,	of	things	that	he	had	to	give	up,	and	the	life	sentence	that	he	is	running	
from.	
	
Dodd	provided	information	from	Hunter	on	how	the	chorus	section	was	changed	by	
Dawson,	in	that	it	did	not	originally	feature	the	line	‘A	friend	of	the	devil	is	a	friend	of	
mine’,	and	instead	featured	‘It	looks	like	water	but	it	tastes	like	wine’,	therefore	
creating	the	lyrics	and	song	title	that	is	known	to	this	day.	
	
Consistent	with	bluegrass	music,	the	song	is	pitched	in	a	higher	register.	Whether	
this	was	intentional	or	simply	a	necessity	to	suit	Garcia’s	range	is	unclear,	but	the	
effect	is	that	the	sound	is	very	much	consistent	with	both	bluegrass	and	Garcia’s	
traditional	style.	There	is	an	absence	of	harmony	singing	on	the	track,	which	is	
commonly	found	within	bluegrass	music.	The	tempo	the	song	is	set	at	creates	a	
driving	feel,	which	makes	it	good	music	to	dance	to	and	to	set	the	foot	tapping.	It	
should	be	noted	that	the	Dead	viewed	themselves	as	a	dance	band	and	this	would	
have	been	a	good	track	for	audiences	to	dance	to,	effectively	bringing	hoedown-
style	tempos	into	the	Dead’s	world.		
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The	pitch	range	of	the	main	verse	sections	remained	relatively	static,	confined	to	six	
notes,	D	–	B,	spending	large	proportions	of	time	focused	on	the	B	or	G,	adding	in	
other	notes	when	shifting	between	these.	This	song	began	to	show	a	pattern	in	
Garcia’s	placing	of	the	vocal	melody	line:	
	
																			G																																																	C	
Phrase	1:	‘I	lit	out	from	Reno,	I	was	trailed	by	twenty	hounds’	
																			3rd	note	of	chord																																																	5th	note	of	chord	
																			G																																																														C	
Phrase	2:	‘Didn’t	get	to	sleep	that	night	till	the	morning	came	around’	
																			3rd	note	of	chord																																																	5th	note	of	chord	
																			D	
Phrase	3:	‘Set	out	running	but	I	take	my	time’	
																			2nd	note	of	chord																	6th	note	of	chord															
																					Am	
Phrase	4:	a	friend	of	the	devil	is	a	friend	of	mine’	
																					Root	of	chord																																root	of	chord	
																						D	
Phrase	5:	‘If	I	get	home	before	daylight’	
																						5th	note	of	chord										6th	note	of	chord	
																				Am	
Phrase	6:	‘Just	might	get	some	sleep,	tonight’	
																			Root	note	of	chord															starts	on	the	5th	note	of	the	chord	and	moves	to	the	root	
	
Out	of	the	six	phrases,	only	once	does	Garcia	start	and	end	on	the	root	note	of	the	
chord,	and	twice	starts	on	the	3rd	note	and	ends	on	the	5th	note	of	the	chord,	a	
pattern	that	will	be	seen	later	in	these	analyses.	The	bridge	section	leaves	this	
established	pattern	somewhat,	showing	far	more	preference	to	starting	and	ending	
on	the	root	of	the	chord	being	used,	with	the	last	phrase	being	the	only	change	to	
this	by	moving	from	the	3rd	note	of	the	chord	to	the	root	note	on	the	next	chord.	
This	alteration	might	have	been	made	to	aid	the	establishment	of	the	tonality	shift	
to	the	dominant.		
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5.4.3.1:	‘Sugar	Magnolia’	
Sugar	Magnolia’s	main	motif	SM1	is	introduced	in	the	very	first	bar	of	the	
introduction	and	consists	of	two,	2-bar	phrases,	an	idea	and	a	response,	see	Figure	
5.29.	This	pattern	is	returned	to	throughout	the	piece	and	also	features	within	the	B	
major	‘Sunshine	Daydream’	outro.	In	the	studio	recording	Garcia	plays	his	part	on	a	
pedal	steel,	but	for	live	performances	he	soon	reverted	to	using	his	guitar.		
	
Figure	5.29:	Sugar	Magnolia	main	motif	
		
	
	
The	main	purpose	of	the	introduction	was	to	introduce	this	main	motif,	and	what	to	
expect	from	the	song,	see	Figure	5.30.	Much	like	Deep	Purple’s	‘Smoke	on	the	
Water’,	the	motif	remains	in	place	in	one	variant	or	another	throughout	the	whole	
piece.	An	important	feature	that	presents	itself	throughout	the	introduction,	and	the	
piece	as	a	whole,	is	the	extensive	use	of	1st	and	2nd	inversion	chord	positioning	from	
guitar,	pedal	steel	and	bass.	The	main	SM1	motif	is	generally	represented	by	Garcia	
and	Weir	in	its	first	phrase	as	2nd	inversion,	then	1st	inversion	and	2nd	inversion	and	
root	position	in	its	second	phrase.	Lesh	starts	by	reinforcing	the	root	position	in	his	
first	bar,	but	then	moves	onto	less	stable	inversions	throughout	the	introduction,	
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with	occasional	returns	to	the	root	throughout.	This	characteristic	feature	of	the	
Dead’s	playing	has	been	discussed	in	previous	chapters,	and	is	one	of	several	ways	
that	the	band	create	a	sense	of	ambiguity	and	Dead	identity.	On	this	album,	‘Sugar	
Magnolia’	serves	as	a	good	example	that	the	Dead	have	not	abandoned	their	
previously	observed	strategies	and	continue	to	use	them	along	with	newer	
additions.	
	
What	is	noticeable	throughout	the	piece	is	that	Lesh	typically	returns	to	reinforce	
the	root	note	just	before	the	change	from	one	section	into	another.	This	is	an	
important	movement	given	the	fact	that	all	the	other	band	members	are	obfuscating	
the	underlying	harmonies	by	prominent	non-harmony	notes,	and	a	reliance	on	
unstable	harmonies	such	as	the	second	inversion.	It	provides	a	‘safe’	margin	in	which	
the	transition	may	take	place.	The	chromatic	slide	used	in	SM1	makes	the	motif	
instantly	recognisable,	and	had	been	used	by	the	Dead	before,	although	generally	on	
single	notes.	Both	Garcia	and	Weir	make	use	of	palm-muted	notes,	which	is	
important	as	they	are	placed	to	accent,	and	make	the	main	motif	stand	out	more.		
	
Although	the	piece	sounds	predominantly	country	rock,	Lesh	introduces	one	feature	
that	the	Dead	have	‘borrowed’	from	their	exploration	of	Bluegrass,	and	is	illustrated	
well	at	many	points	throughout	this	song.	In	bar	6	of	the	introduction,	see	Figure	
5.30,	Lesh	can	be	heard	to	pre-empt	or	anticipate	the	new	bar’s	note	of	E	yielding	a	
2nd	inversion	chord.	This	is	a	characteristic	feature	of	bluegrass	(Smith,	1995,	8-9),	
and	is	used	to	help	keep	a	lively	‘toe-tapping’	pace.			
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Figure	5.30:	The	introduction		
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Throughout	the	verse	section	Lesh	holds	back	on	his	use	of	inversions,	only	allowing	
himself	one	foray	into	the	3rd	inversion;	instead,	he	continually	grounds	his	harmonic	
movements	to	the	root	position,	see	Figure	5.31.	I	feel	that	this	is	not	done	for	ease	
of	playing,	but	to	provide	an	important	anchor	to	the	prevailing	key,	given	the	extent	
of	the	inversions	used	within	the	guitar	lines	and	the	vocals.		
	
Garcia	and	Weir	double	their	part	by	playing	an	adjusted	version	of	the	main	motif	
SM2,	which	adheres	to	the	inversions	described	earlier.	It	is	the	positioning	of	the	
vocals	that	provides	the	greatest	interest	within	this	section.	The	verse	contains	two	
phrases	over	four	bars	and	consist	of	Weir’s	louder	role,	backed	by	the	band’s	
harmonising.	Weir’s	line	typically	starts	the	phrase	on	the	3rd	note	of	the	chord,	
ending	on	the	5th	note.	The	second	phrase	continues	from	the	5th	note	and	closes	on	
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the	3rd	note.	The	next	two	phrases	open	instead	on	the	first	note	of	the	chord,	
closing	on	the	2nd	note,	then	opening	on	the	1st	note	again,	and	finally	closing	on	the	
5th	note.	The	harmony	singer’s	line	usually	contains	the	root	note,	but	is	partially	
hidden	by	the	more	dominant	3rd	note	of	the	chord,	see	Figure	5.31.		
	
Figure	5.31:	The	Verse	section	
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‘Sugar	Magnolia’,	like	many	Grateful	Dead	songs	(e.g.	the	previously	discussed	
‘Friend	of	the	Devil’),	has	a	very	recognisable	bridge	section,	which	probably	played	
an	important	role	in	the	song’s	popularity,	providing	a	more	accessible,	catchy	and	
repeatable	line	for	the	more	casual	listener	to	sing	along	to.	For	this	part,	see	Figure	
5.32,	Weir	follows	the	pattern	of	opening	a	vocal	phrase	on	the	3rd	note	of	the	chord	
but	closing	it	on	the	root,	allowing	for	a	greater	sense	of	closure	and	satisfaction	
with	each	line.	The	only	time	this	is	not	followed	is	on	the	last	phrase	before	moving	
into	the	verse,	when	Weir	chooses	to	end	on	the	5th	note	of	the	chord,	which	serves	
to	create	a	drive	to	move	the	song	forward.	This	is	helped	by	the	guitar	reverting	
back	to	the	main	SM1	motif	and	Lesh	re-establishing	the	root,	before	moving	to	the	
5th	note	himself.	The	backing	vocals	stick	to	keeping	the	root	in	the	middle	of	the	
harmony,	promoting	the	3rd	note	of	the	chord	as	previously	encountered	in	the	verse	
section.			
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To	support	the	melodic	nature	of	the	lyrics,	the	guitars	take	a	more	supportive	role,	
and	revert	to	a	strummed	pattern	SM3,	creating	timbral	variation	through	the	use	of	
palm-muting,	but	continuing	to	take	the	form	of	1st	inversion	positions.	Lesh	adopts	
a	less	experimental	role	for	the	bridge,	and	plays	far	more	root	notes,	grounding	the	
overall	harmony	and	only	occasionally	shifting	to	other	chord	inversions	later	in	the	
bar.	His	trait	in	this	piece	of	anticipating	the	beat	can	be	noted	within	this	section.			
	
Figure	5.32:	The	Bridge	
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The	chorus,	much	like	the	bridge,	is	relatively	short	and	catchy	but	stays	based	
within	the	tonic.	Weir’s	vocal	phrases	revert	to	starting	on	the	3rd	note	of	the	chord	
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and	ending	on	the	5th	note,	see	Figure	5.33.	The	exception	again	is	found	on	the	
close,	where	he	opens	and	closes	in	the	root	position	with	an	extension	of	a	2/4	bar	
to	encapsulate	the	lyrics	without	having	to	rush	them.	This	section	is	the	first	to	see	
an	alteration	to	within	the	backing	vocals,	where	instead	of	taking	the	part	of	closed	
point	harmony,	or	dropping	out	to	allow	Weir	to	sing	lines	on	his	own,	they	take	the	
role	of	‘Doo	doos’	which	generally	serve	to	fill	out	the	chords’	harmony.	As	with	the	
bridge,	Lesh	keeps	to	using	the	root	position,	with	only	occasional	shifts	to	the	1st	
inversion.	The	addition	of	the	2/4	bar	is	aided	in	its	smooth	transition	through	both	
the	guitars	and	the	bass	playing	a	held	note	from	the	previous	bar	(six	beats	in	total),	
before	returning	to	the	established	chord	pattern.	
	
Figure	5.33:	The	Chorus	
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The	‘Sunshine	Daydream’	outro	to	the	song	acts	like	a	reprise,	a	return	to	a	
danceable	section	that	can	be	sung	due	to	its	short-repeated	structure,	and	
recognisable	as	it	is	similar	to	the	chorus,	see	Figure	5.34.	It	has	the	distinct	
advantage	that	it	can	be	continually	played	for	however	long	the	performers	desire,	
allowing	for	ease	of	stopping	and	starting	interactions	with	the	audiences.		
	
The	backing	vocals	return	to	the	‘Doo	doo’	format	seen	within	the	chorus,	adding	
familiarity	and	the	perceived	feeling	that	it	is	a	second	chorus,	just	in	the	key	of	B	
rather	than	the	original	A.	Weir’s	vocal	line	is	independent	of	the	backing	harmony,	
and	uses	all	of	the	chord	note	variations	that	have	been	observed	before:	
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(1) Opening	on	the	5th	note	of	the	chord	and	ending	on	the	1st	
(2) Opening	on	the	1st	note	and	closing	on	the	5th	
(3) Opening	on	the	3rd	note	and	closing	on	the	5th	
(4) Opening	on	the	3rd	note	and	closing	on	the	1st	
(5) Opening	and	closing	on	the	1st	note	of	the	chord	
	
The	backing	vocals	also	change	a	little	harmonically,	as	the	B	major	chord	is	now	
always	sung	in	its	root	position,	with	only	the	E	major	and	F♯	major	assuming	
different	inversions.	
	
Weir	and	Garcia	effectively	double	up	on	their	guitar	parts,	keeping	the	feel	of	the	
SM1	motif	by	using	a	chromatic	slide	up	to	the	B	major	chord,	but	also	keeping	a	
similar	strumming	pattern	to	the	chorus	SM5.	For	this	section,	Lesh	moves	his	bass	
line	melody	around	substantially,	continually	changing	it	throughout	its	duration.	He	
repeatedly	makes	use	of	the	root	position,	making	far	more	use	of	jumping	the	
octave	on	the	root	of	the	chord.	Where	the	guitars	tend	to	flesh	out	the	second	bar	
of	the	four-bar	phrase	with	additional	E	major	chords,	Lesh	seems	either	to	forget	
this	or	as	I	suspect	ignores	it,	and	prefers	to	keep	to	harmonising	with	notes	from	
the	B	major	chord.	I	feel	that	this	is	done	as	the	bass	is	playing	a	larger	number	of	
notes	than	the	guitars,	and	it	is	smoother	to	do	so	given	that	it	does	not	create	a	
major	harmonic	clash.	As	he	progresses	through	the	‘Sunshine	Daydream’	section,	it	
can	be	heard	that	Lesh	tends	to	stray	further	from	his	original	line	and	include	more	
different	inversions,	creating	more	ambiguity	and	infusing	the	repeating	sequence	
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with	further	musical	interest.	The	additional	notes	also	help	to	make	the	music	feel	
quicker,	even	though	there	is	little	change	to	the	tempo,	see	Figure	5.34.	
	
Figure	5.34:	Sunshine	Daydream	
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This	choice	for	placing	the	vocal	melody	away	from	the	tonic,	with	a	focus	on	
opening	on	the	3rd	note	and	ending	on	the	5th	rather	than	the	more	traditional	
grounding	of	the	key	points	on	the	tonic	note	is	beginning	to	establish	itself	as	a	
growing	characteristic	of	the	Grateful	Dead,	which	can	be	found	within	every	song’s	
vocal	melody	line	on	the	American	Beauty	album.		
	
5.4.3.2:	‘Truckin’’	
This	track	features	many	of	the	characteristics	continually	used	by	the	Dead	as	
discussed	in	previous	chapters,	but	most	importantly	it	is	known	for	its	use	of	blues	
and	the	boogie-influenced	lead	guitar	rhythm	and	‘walk-downs’	(Malvinni,	2013).	
This	feature	can	be	observed	from	the	very	start	of	the	song	within	its	introduction	
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section,	and	shows	its	use	of	this	boogie-woogie	shuffle	throughout	the	entire	track.	
In	the	terms	of	boogie-woogie,	a	‘walk	down’	is	where	the	guitar	and/or	bass	melody	
walks	stepwise	downwards,	see	Figure	5.36.	These	lines	tend	to	occur	at	the	end	of	
the	phrases,	providing	a	turnaround	into	the	next	section,	helping	to	make	the	
transitions	smooth,	whilst	maintaining	the	chugging	rhythm	throughout.				
	
The	Boogie	pattern	can	be	typically	found	within	guitar-based	rock	music,	and	can	
for	example	be	heard	extensively	within	the	music	of	Status	Quo,	for	example	
‘Rocking	All	Over	the	World’	and	‘Caroline’.	The	Grateful	Dead	would	have	heard	it	
used	from	their	blues	and	country	music	background,	and	made	use	of	it	within	
‘Truckin’’	to	provide	the	shuffling	drive	that	was	essential	to	keep	the	piece	moving	
forward.	A	typical	boogie	guitar	pattern	is	shown	in	Figure	5.35,	but	the	Dead	did	
make	a	few	changes,	as	they	would	rarely	keep	anything	the	same	even	if	they	
originally	wrote	it.	They	set	the	song	in	a	12/8	time-signature,	not	unusual	within	
blues	music,	and	did	not	play	all	12	quavers	as	more	traditional	artists	would.	Instead	
to	emphasize	the	swing	feel	and	make	the	shuffle	feel	stronger,	they	started	the	
boogie	with	a	crotchet	followed	by	quaver	rhythm.	This	kept	the	feel	of	the	
emphasized/changed	note	on	the	beat,	but	also	provided	a	slight	off-beat	swing	feel,	
leaning	from	the	quaver	onto	the	crotchet,	see	Figure	5.36.	Garcia	to	keep	
consistency	with	the	feel	of	the	piece,	kept	to	using	a	mixture	of	the	E	minor	
pentatonic	scale	(E-G-A-B-D),	E	blues	scale	(E-G-A-B♭-B-D)	and	the	E	major	scale	(E-
F♯-G♯-A-B-C♯-D♯),	nearly	always	keeping	the	flattened	3rd	and	7th,	see	Figure	5.35.	
Figure	5.36	serves	to	illustrate	the	continually	repeated	boogie	pattern,	the	
repetition	being	somewhat	unusual	for	the	Dead,	together	with	Garcia’s	choice	of	
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scales,	Weir	and	Lesh’s	use	of	walk-downs	and	Lesh’s	reinforcement	of	the	root	
note,	octave	jumps	and	his	inclusion	of	the	E	blues	scale.	
	
Figure	5.35:	Typical	boogie-woogie	guitar	pattern	
	
	
Figure	5.36:	The	Dead’s	version	of	boogie	
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Structurally,	‘Truckin’’	consists	of	three	different	sections:	verse,	chorus	and	bridge.	
There	is	more	rhyme	contained	within	its	lyrics	than	was	observed	in	‘Uncle	Johns	
Band’	and	it	therefore	fits	best	into	the	classification	of	half-rhyme.	The	chorus	and	
bridge	section	contain	approximately	the	same	syllabic	count;	it	is	only	the	verse	
sections	where	this	increases,	and	there	is	a	marked	increase	in	syllabic	density,	
making	it	almost	sound	spoken,	which	fits	with	its	list	type	feel,	see	Figures	5.37	and	
5.38.	
	
Figure	5.37:	‘Truckin’’	Rhyme	and	verbal	space,	where	yellow	highlight	shows	rhyme	
																																																																																					Truckin’	
Phrase	1	 Phrase	2	
Chorus	1	
Truckin'	-	got	my	chips	cashed	in	 Keep	Truckin	-	like	the	doodah	man	
Together	-	more	or	less	in	line	 Just	keep	Truckin	on	
Verse	1	
Arrows	of	neon	and	flashing	marquees	out	on	Main	Street	 Chicago,	New	York,	Detroit	it's	all	on	the	same	street	
Your	typical	city	involved	in	a	typical	daydream	 Hang	it	up	and	see	what	tomorrow	brings	
Chorus	2	
Dallas	-	got	a	soft	machine	 Houston	-	too	close	to	New	Orleans	
New	York	-	got	the	ways	and	means	 but	just	won't	let	you	be	
Verse	2	
Most	of	the	cats	you	meet	on	the	street	speak	of	True	Love	 Most	of	the	time	they're	sittin	and	cryin	at	home	
One	of	these	days	they	know	they	gotta	get	goin’	 out	of	the	door	and	down	to	the	street	all	alone	
Chorus	3	
Truckin	-	like	the	doodah	man	 once	told	me	you	got	to	play	your	hand	
sometime	-	the	cards	ain't	worth	a	dime	 if	you	don't	lay	em	down	
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Bridge	
Sometimes	the	light's	all	shining	on	me	 Other	times	I	can	barely	see	
Lately	it	occurs	to	me	 What	a	long	strange	trip	it's	been	
Verse	3	
What	in	the	world	ever	became	of	sweet	Jane?	 She	lost	her	sparkle,	you	know	she	isn't	the	same	
Living	on	reds,	vitamin	C	and	cocaine	 all	a	friend	can	say	is	"ain't	it	a	shame"	
Chorus	4	
Truckin'	--	up	to	Buffalo	 Been	thinkin	-	you	got	to	mellow	slow	
Takes	time	-	you	pick	a	place	to	go	 and	just	keep	Truckin	on	
Verse	4	
Sitting	and	staring	out	of	a	hotel	window		 Got	a	tip	they're	gonna	kick	the	door	in	again	
I'd	like	to	get	some	sleep	before	I	travel	 but	if	you	got	a	warrant	I	guess	you're	gonna	come	in	
Chorus	5	
Busted	-	down	on	Bourbon	Street	 Set	up	-	like	a	bowling	pin	
Knocked	down	-	it	gets	to	wearing	thin	 They	just	won't	let	you	be	
Verse	5	
You're	sick	of	hanging	around	and	you'd	like	to	travel	 Tired	of	travel,	you	want	to	settle	down	
I	guess	they	can't	revoke	your	soul	for	trying	 Get	out	of	the	door	-	light	out	and	look	all	around	
Bridge	
Sometimes	the	light's	all	shining	on	me	 Other	times	I	can	barely	see	
Lately	it	occurs	to	me	 what	a	long	strange	trip	it's	been	
Chorus	6	
Truckin	-	I'm	goin	home	 Whoa-oh	baby,	back	where	I	belong	
Back	home	-	sit	down	and	patch	my	bones	 and	get	back	Truckin	on	
	
	
Figure	5.38:	‘Truckin’’	verbal	space	
Truckin’	
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‘Truckin’’,	like	‘Uncle	John’s	Band’	shows	similarities	to	beat	poetry	in	its	
construction,	and	the	extension	of	the	bars	with	the	inclusion	of	a	6/8	bar	in	the	
bridge	section	to	allow	the	phrases	of	lyrics	to	complete	properly	without	a	rush	
(Griffiths,	2003,	43).	Focusing	on	the	ideal	of	a	‘road	trip’	the	song	is	somewhat	
reminiscent	of	Beat	author	Jack	Kerouac’s	1957	novel	On	the	Road	based	on	a	group	
of	friend’s	journeys	across	America,	as	well	as	Kesey’s	famous	journey	with	the	
Merry	Pranksters	to	the	World	Fair	previously	mentioned	(Kerouac,	2000).	Kerouac	is	
known	as	an	inspiration	to	Garcia,	as	well	as	McNally,	who	stated	‘Jack	Kerouac	
[was]	one	of	Jerry’s	fundamental	cultural	icons.	Reading	On	the	Road	had	been	a	life-
changing	experience	for	Jerry	–	so	much	so	that	when	he	read	my	book	about	
Kerouac	and	liked	it	and	learned	I	was	a	Deadhead,	it	was	enough	for	him	to	invite	
me	to	be	the	Dead’s	biographer,	too’	(quoted	in	Slesinger,	2012,	115).	
	
These	three	different	sections	within	‘Truckin’’	also	highlight	that	the	lyrics	of	each	
serve	different	purposes.	The	chorus	(with	which	the	song	starts)	establishes	the	
boogie	feel,	providing	a	repeatable	section	for	singing	and	informs	the	listener	to	
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‘keep	truckin’’,	to	keep	moving	from	destination	to	destination,	very	much	like	a	
Deadhead	following	the	band,	therefore	allowing	the	fans	to	self-authenticate.	The	
verse	provides	a	list	of	stops,	events	and	experiences	that	the	band,	and	perhaps	
some	of	the	fans,	have	first-hand	experience	of.	To	match	the	feel	of	a	list,	they	are	
sung	mainly	on	one	note	at	a	time,	in	a	staccato	fashion	greatly	increasing	the	vocal	
density,	for	example:	‘Arrows	of	neon	and	flashing	marques	out	on	main	street,	
Chicago,	New	York,	Detroit	and	it’s	all	on	the	same	street’	and	‘I’d	like	to	get	some	
sleep	before	I	travel,	but	if	you	got	a	warrant	I	guess	you’re	gonna	come	in’.	These	
autobiographical	phrases	also	serve	to	provide	authenticity	for	the	band	and	its	
many	tours,	secondarily	serving	as	a	form	of	self-authenticity	for	the	band’s	long-
term	fans	who	have	lived	through	similar	experiences.	The	bridge	section,	often	a	
talking	point	with	fans,	shows	similarities	to	‘Sugar	Magnolia’	allowing	discussion	of	
the	many	possible	meanings	of	these	now	iconic	phrases,	‘Sometimes	the	lights	all	
shining	on	me,	Other	times	I	can	hardly	see,	Lately,	it	occurs	to	me,	What	a	long,	
strange	trip	it’s	been’.	Many	of	the	Dead’s	lyrics	contain	double	meanings	like	this,	
and	the	‘trip’	could	bear	reference	to	the	band’s	journey	from	when	they	formed	to	
the	current	time,	the	fans	journey	of	discovery	following	them	around	the	country,	
or	the	drug	based	experiences	that	the	band	and	fans	have	had	over	the	years	It	is	
these	potential	avenues	of	discourse	that	create	the	talking	points	amongst	the	fans.									
	
In	the	verse	section,	Weir	keeps	the	fast-spoken	lyrics	within	a	small	and	more	
contained	harmonic	range.	In	the	first	line	there	are	24	quavers,	16	of	which	are	the	
note	B	(the	5th	note	of	the	chord).	The	second	line	is	similar	with	13	B	notes	out	of	
24.	The	third	line	follows	a	similar	pattern	but	moves	to	the	7th	note	D♮	,	this	time	
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there	are	14	Bs	out	of	24.	The	last	verse	allows	more	movement	to	close	the	section.	
Similar	to	‘Sugar	Magnolia’,	this	verse’s	lyrics	highlight	the	5th	and	7th	notes	of	the	
chord,	not	the	tonic	that	might	be	expected	in	more	traditional	rock	music.	The	
chorus	and	bridge	sections,	similar	to	the	verses,	tend	to	keep	with	this	established	
pattern	and	start	on	the	3rd	or	5th	notes	of	the	chord	and	close	on	the	1st	or	3rd	
note.	The	appearance	of	this	method	again	adds	further	evidence	that	this	is	a	
characteristic	trait	of	the	Dead’s	approach	to	vocal	melody/ambiguous	voice-leading.		
	
5.5:	Conclusions	
It	is	evident	from	the	analysis	of	these	albums	that	country	music	had	a	lasting	effect	
upon	the	Grateful	Dead,	and	upon	the	direction	that	their	music	would	move	in	
throughout	the	1970s.	The	two	albums	described	in	this	chapter	represent	some	of	
their	most	commercially	successful	works,	and	continued	to	be	a	significant	part	of	
their	live	set-lists	for	the	entirety	of	their	career.	It	succeeded	in	popularising	the	
Dead’s	music	to	a	wider	audience,	expanding	their	influence	beyond	the	San	
Francisco	scene,	and	it	is	difficult	to	consider	that	they	would	have	gone	on	to	have	
the	successful	European	tour	in	1972	and	international	recognition	without	this.		
	
Whilst	the	Workingman’s	Dead	and	American	Beauty	were	influenced	by	country	
music,	this	analysis	has	demonstrated	that	they	had	not	abandoned	their	earlier	
approaches	and	beliefs,	rather	that	they	incorporated	elements	of	the	country	style	
into	their	repertoire.	It	would	therefore	be	inaccurate	to	describe	these	albums	as	
belonging	within	the	country	genre,	as	I	have	demonstrated	how	many	of	the	
characteristic	features	of	the	Dead’s	playing	style	were	present	within	the	tracks	
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examined.	The	concepts	that	the	Dead	had	pioneered,	had	encouraged	the	
incorporation	of	diverse	musical	styles	into	their	own,	and	in	this	way	the	adoption	
of	country	music	is	no	different.	These	albums	do	not	comfortably	fit	within	an	
established	genre,	as	they	lacked	the	large-scale	group	improvisation	characteristic	
of	jamband	music.	The	sound	is	consistent	with	the	Grateful	Dead,	and	many	of	the	
tracks	would	later	contain	one	or	more	large	jams	and	it	is	evident	in	this	analysis	
that	the	works	were	constructed	in	such	a	way	as	to	allow	these	later	inclusions.	
These	albums	also	serve	as	a	clear	example	of	how	any	musical	style	can	be	included	
and	made	to	work	within	the	Dead’s,	and	on	a	larger	scale,	the	whole	jamband	
musical	soundscape.	The	Dead	served	as	a	leader	within	the	developing	jamband	
scene,	creating	a	loose	blueprint	that	later	musicians	could	follow,	and	now	
jambands	can	be	found	which	include	dub-step	(Ozric	Tentacles),	reggae	(String	
Cheese	Incident),	electronic	dance	music	(Disco	Biscuits)	and	funk	(Pigeons	Playing	
Ping	Pong)	to	name	but	a	few.	This	pair	of	albums	demonstrates	the	inherent	
flexibility	within	jamband	musical	construction	and	suggests	that	the	emphasis	can	
be	shifted	without	losing	the	core	essence	of	what	it	is.		
	
Harmonically,	the	albums	showed	an	increase	in	the	amount	of	chords	used	within	
the	vocal	based	sections	and	emphasized	a	shift	from	the	type	1	improvisation	of	
their	earlier	works	(a	one/two	chord	progression	with	modal	improvisation)	to	type	
2	improvisation,	where	the	established	chord	progression	of	the	piece	would	form	
the	backbone	of	the	improvised	section.	
	
	 383	
It	is	evident	throughout	these	albums	that	the	influence	of	the	Garcia/Hunter	
partnership	became	the	dominant	creative	driving	force,	whilst	McKernan’s	
influence	was	less	noticeable.		This	may	be	because	of	his	roots	within	blues,	whilst	
Garcia	had	a	background	in	the	country/folk	style,	or	it	may	have	reflected	his	
growing	alcohol	dependency	during	this	time.	McKernan	did	take	some	time	off	
touring	due	to	ill	health,	four	months	in	Fall	1971,	and	in	Summer	1972	he	had	to	
retire	from	live	performance	making	his	final	concert	appearance	on	6/17/72,	where	
he	severed	all	personal	relationships	with	the	rest	of	the	band	and	his	girlfriend,	
explaining	‘I	don’t	want	you	around	when	I	die’	(Sounes,	2013).	The	band	had	
already	added	another	keyboard	player	(Constanten	and	then	Godchaux)	to	help	
with	their	more	experimental	and	lengthy	jams	that	they	felt	McKernan	could	not	
handle	(Jackson,	1999).	‘Easy	Wind’	was	a	song	about	a	highway	worker	whose	days	
on	the	jack-hammer	were	softened	only	by	drinking.	It	was	sung	by	McKernan	and	
had	parallels	to	his	own	death	from	alcohol	at	27	years	of	age	as	can	be	seen	with	
the	lyrics	‘I’ll	live	five	years	if	I	take	my	time,	balling	that	jack	and	drinking	my	wine’.	
‘Operator’	was	the	last	song	that	McKernan	wrote	with	the	band,	focusing	on	the	
theme	of	lost	love,	which	was	sadly	resonant	given	that	he	was	a	well-loved	member	
of	the	Dead	community,	whose	health	was	beginning	to	go	into	decline.	Whilst	on	
medical	leave	from	the	Dead,	McKernan	had	started	work	on	a	solo	album	(of	
material	more	favourable	to	his	own	personal	taste),	and	a	section	shown	by	
McNally	revealed	their	focus	on	his	imminent	death,	in	a	truly	heartbreaking	verse	
with,	‘Seems	like	there’s	no	tomorrow,	Seems	like	all	my	yesterdays	were	filled	with	
pain,	There’s	nothing	but	darkness	tomorrow,	If	you	gonna	do	like	you	say	you	do,	If	
you	gonna	change	your	mind	and	walk	away…	Don’t	make	me	live	in	this	pain	no	
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longer,	You	know	I’m	getting’	weaker,	not	stronger’	(McNally,	2002,	447).	Lesh	
supported	this	when	he	was	quoted	as	saying	‘If	I	could	have	one	wish	in	the	world,	
it	would	be	that	Pigpen	could	still	be	with	us’	(Potter,	2014,	32-41),	and	Garcia	would	
tell	reporters	‘I	don’t	think	it’s	the	Grateful	Dead	without	Pigpen’	(Meriwether,	2018,	
5).			
	
McKernan	died	in	March	1973,	and	this	was	the	last	studio	album	featuring	his	
talent.	It	is	unclear,	therefore,	if	his	creative	influence	would	have	resurfaced	had	he	
not	died,	or	whether	the	change	in	musical	direction	would	have	eventually	led	to	a	
split.	This	is	speculation,	but	in	interviews	for	the	2017	documentary	Long	Strange	
Trip,	Lesh	and	Weir	implied	that	there	were	regrets	regarding	McKernan’s	last	years	
within	the	band,	and	that	they	felt	that	they	should	have	done	more	to	include	him	
within	the	musical	decisions	made	(Scorsese,	2017).	McKernan	however	did	remain	
prominent	during	the	Europe	1972	tour,	which	was	considered	by	many	fans	to	be	
one	of	the	Dead’s	finest	tours,	featuring	a	healthy	repertoire	of	70	songs	and	
resulting	in	a	live	triple	LP	album	which	remained	in	the	US	charts	for	24	weeks,	and	
went	double	platinum,	selling	over	1,000,000	copies.	Eventually	the	whole	22	dates	
of	the	tour	were	release	as	a	collector’s	box	set,	an	accolade	not	yet	lavished	on	any	
of	their	other	tours	(Dead.net	forum).	A	retrospective	AllMusic	review	highly	praised	
McKernan’s	contribution	to	the	tour,	ranking	them	as	potentially	some	of	the	best	in	
his	career	(AllMusic.com).		
	
The	year	1969	represented	a	time	of	change	for	the	Dead	due	to	the	collapse	of	the	
Haight-Ashbury	scene,	and	to	survive	the	band	needed	to	change.	It	is	fitting,	
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however,	that	in	doing	so	the	conditions	were	created	for	the	birth	of	the	car	park	
carnival,	with	which	the	Dead	would	become	synonymous	towards	the	end	of	the	
1970s.		
	
The	Dead	had	by	this	point	developed	a	robust	catalogue	of	their	own	songs	using	a	
wide	variety	of	musical	techniques	influenced	by	a	diverse	range	of	music.	Their	skills	
had	broadened	beyond	simple	blues-based	covers	and	they	were	able	to	experiment	
with	more	complex	modal	harmonies	and	poetic	lyrics,	which	could	stand	up	against	
the	output	of	other	contemporary	artists.	In	having	achieved	a	studio	album	success	
they	demonstrated	that	their	skills	as	songwriters	extended	beyond	poly-
instrumental	jamming,	which	I	believe	was	an	essential	step	in	their	long-term	
success.	Their	structure	proved	to	be	a	robust	format,	with	the	next	five	years	
making	way	for	a	further	two	live	albums,	five	studio	albums	and	a	movie.	It	could	be	
argued	that	the	Dead	had	travelled	a	long	way	from	their	early	anti-commercialist	
countercultural	ideals,	and	there	would	be	some	merit	to	this	argument.	Despite	
this,	there	was	no	discernible	discontent	from	the	core	Deadheads,	and	certainly	no	
recorded	discourse	over	the	path	they	followed.	This	is	in	contrast	to	other	artists	
who	changed	direction	such	as	Bob	Dylan	with	his	‘blasphemy’	of	using	electric	
instruments	in	folk.	I	believe	that	the	one	unmoveable	core	principle	of	the	Dead	is	
experimentation,	and	that	for	this	reason	fans	were	expecting	new	ideas	to	be	
floated	and	worked	with,	which	is	very	different	from	most	other	musical	forms.	
	
In	the	analysis	of	both	Workingman’s	Dead	and	American	Beauty,	I	suggested	that	
the	Dead	were	influenced	by	the	beat	generation	poets,	who	were	important	in	the	
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formation	and	shaping	of	the	alternative	counterculture.	Ryan	Slesinger	in	his	2012	
essay	‘And	I	Closed	my	Eyes	to	See:	Buddhist	Resonances	in	the	Lyrics	of	the	Grateful	
Dead’	made	some	important	connections	between	the	Dead	and	beat	poetry,	
suggesting	that	Ginsberg	was	also	inspired	by	the	Dead,	including	appearing	on	stage	
before	them	at	an	event	in	1967	called	the	Be-in,	and	was	quoted	as	saying	about	his	
presence	on	going	through	some	photographs	‘In	midday	the	Grateful	Dead	roared	
onstage	after	Gary,	Michael	McClure,	Larry	Ferlinghetti,	Lenore	Kandel,	and	I	read	
poetry….	There’s	myself	wild	naïve	India	white	cotton	and	beads	suddenly	up	on	my	
feet	inspired	(for	the	first	time	I	ever	heard	rock	‘n’	roll	right	out	loud	onstage),	
dancing	and	yelling	in	rhythm	to	the	band.	(It	took	me	fifteen	years	to	learn	to	do	the	
same	thing	with	my	own	words	and	music;	this	was	the	first	time	I	shook	my	ass	on	
the	electric	stage).’	Slesinger	went	on	to	suggest	that	the	beat	poets	served	to	
provide	credibility	to	the	event	(an	‘idealized	conception	of	romantized,	hybrid	
Buddhism’)	although	not	headlining,	as	he	suggested	that	the	‘torch	had	been	
passed	to	the	next	generation’	when	the	Dead	took	to	the	stage,	stating	that	it	
signified	the	next	part	of	the	evolution	in	shaping	the	counterculture	(Slesinger,	
2012,	113-116).	The	Grateful	Dead’s	music	could	therefore	be	seen	as	a	natural	
evolution	of	Beat	poetry	within	the	countercultural	scene.	
	
The	Workingman’s	Dead	and	American	Beauty	cover	different	themes.	It	has	been	
suggested	that	the	former	focuses	on	living	with	suffering,	a	theme	that	resonated	
both	within	the	band	and	their	personal	problems	and	the	wider	working	
community.	In	contrast,	the	latter	suggested	a	path	from	pain	towards	healing,	with	
a	more	easy	going	feel,	which	underpinned	the	improvement	in	the	Dead’s	own	
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lives,	particularly	their	own	financial	situation	(Porter,	P,	B,	2014,	32-45).	Rev	Porter	
went	on	to	suggest	that	these	two	albums	showed	the	Dead	at	their	‘most	
vulnerable,	and	their	most	powerful,	the	act	of	opening	up,	revealing	pain	and	hurt,	
and	then	showing	the	grace	that	allows	for	healing	is	an	act	of	empowerment.	The	
embrace	of	pain	in	Workingman’s	Dead	and	the	graceful	transcendent	healing	of	
American	Beauty	showed	the	Grateful	Dead	as	tough,	honest,	and	‘engaged’	
spectators	of	their	own	lives	and	the	society	in	which	they	lived’	(Porter,	2014,	45).		
It	could	be	viewed	that	this	is	reflected	in	the	stripped-down	sound	of	the	acoustic	
instrumentation	and	more	solitary	singing	found	within	Workingman’s	Dead,	and	the	
more	positive	group	harmonies	and	gradual	return	to	electric	instruments	seen	
within	American	Beauty.	
	
The	albums	share	many	similarities,	which	is	in	keeping	with	their	close	release	dates	
at	the	start	and	end	of	the	same	year;	there	are	not	many	bands	that	manage	to	
release	two	albums	in	a	year,	with	this	feat	potentially	made	possible	due	to	them	
working	songs	up	live	beforehand,	therefore	effectively	providing	more	time	for	the	
creative	process	to	occur.	They	shared	a	very	similar	approach	to	the	recording	
process,	having	most	of	the	material	pre-prepared	and	already	rehearsed	through	
live	shows,	therefore	requiring	minimal	studio	time	for	the	actual	recording	and	
production	of	the	songs.	Workingman’s	Dead	saw	elements	of	the	Bakersfield	sound	
assimilated	into	the	Grateful	Dead’s	output,	with	the	band	fundamentally	focusing	
on	the	use	of	acoustic	instrumentation.	By	the	release	of	American	Beauty	several	
months	later,	the	album	featured	a	larger	focus	on	harmony	based-melodies,	and	
saw	the	inclusion	of	bluegrass	elements	and	saw	the	instrumentation	shifting	back	
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towards	their	more	traditional	electric	setup.	These	differences	served	to	create	a	
fairly	noticeable	change	in	sound	between	the	two	albums,	showing	the	notable	shift	
back	towards	their	more	standard	‘rock’	sound.	This	of	course	might	have	been	as	
previously	suggested	a	result	of	ease	for	playing	live,	or	due	to	the	band’s	love	of	
experimenting	with	sound	setups	to	create	the	best	live	sound	experience	possible	
(Lesh,	2005).		
	
American	Beauty	did	feature	a	larger	selection	of	guest	musicians,	showing	an	
alteration	of	the	more	basic	approach	to	the	recording	process.	Whereas	
Workingman’s	Dead	only	featured	David	Nelson’s	acoustic	guitar	playing	on	
‘Cumberland	Blues’,	American	Beauty	saw	Nelson’s	playing	on	‘Box	of	Rain’,	David	
Grisman	on	mandolin	on	‘Friend	of	the	Devil’	and	‘Ripple’,	Ned	Lagin’s	piano	on	
‘Candyman’,	Dave	Torbet	playing	bass	guitar	on	‘Box	of	Rain’	and	Howard	Wales’s	
organ	on	‘Candyman’	and	‘Truckin’’	and	piano	on	‘Brokedown	Palace’.	The	Dead’s	
previous	albums	do	not	make	note	of	any	guest	musicians,	with	Aoxomoxoa	being	
the	exception;	American	Beauty	was	a	return	to	this	more	extravagant	practice,	
which	was	perhaps	due	to	the	financial	success	brought	by	the	Workingman’s	Dead.		
	
The	Workingman’s	Dead	country	influence	remained	prominent	in	the	Dead’s	next	
album,	Wake	of	the	Flood	(1973),	featuring	‘Mississippi	Half-Step	Uptown	Toodeloo’	
and	‘Row	Jimmy’.	The	harmonies	and	sculptured	lyrical	melodic	style	developed	in	
American	Beauty	can	also	be	found	in	Wake	of	the	Flood	with	‘Stella	Blue’,	‘Eyes	of	
the	World’	and	‘Weather	Report	Suite’,	as	well	as	in	their	1974	album	From	the	Mars	
Hotel	in	‘China	Doll’,	‘Unbroken	Chain’,	‘Scarlet	Begonias’	and	‘Ship	of	Fools’.	The	
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Dead’s	summer	tour	made	extensive	use	of	many	songs	from	both	Workingman’s	
Dead	and	American	Beauty,	typically	‘Sugar	Magnolia’,	‘Jack	Straw’,	‘Casey	Jones’,	
‘Truckin’,	‘Black	Peter’,	‘Box	of	Rain’	and	‘Dire	Wolf’.	It	also	continually	added	lots	of	
their	other	more	country	music-influenced	songs	including	‘Tennessee	Jed’,	‘Mexicali	
Blues’,	and	‘Row	Jimmy’,	as	well	as	covers	such	as	‘Me	and	my	Uncle’,	‘El	Paso’,	‘Me	
and	Bobby	McGee’	and	‘Big	River’.	
	
The	next	chapter	will	go	on	to	examine	how	the	Grateful	Dead	first	convert	a	cover	
song,	‘Dancing	in	the	Street’,	to	fit	in	with	their	own	style,	and	then	develop	it	over	a	
seven	year	period.	The	Dead’s	use	of	groove	will	also	be	examined	during	this	
analysis.		
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																																			Chapter	6:	
																																					Sleepy	Alligator	in	the	noonday	sun,	
																																					Sleepin’	by	the	river	just	like	he	usually	done,	
																																					Call	for	his	whiskey,	
																																					He	can	call	for	his	tea,	
																																					Call	all	he	wanta	but	he	
																																					Can’t	call	me	
																																																	(Hunter	and	McKernan,	1967,	Alligator)	
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Chapter	6:	Dancing	with	the	Dead	
As	has	been	observed	throughout	the	analyses	in	the	previous	chapters	of	this	
thesis,	the	Grateful	Dead	incorporated	influences	from	many	varying	styles	into	their	
music,	developing	a	rich	musical	palette	from	which	to	create	their	own	unique	
sound.	The	focus	within	this	chapter	is	to	investigate	how	the	features	discussed	
throughout	Chapters	2-5	shaped	the	presentation	of	a	song	by	analyzing	the	changes	
that	they	made	to	a	single	piece	over	a	number	of	years.			
	
The	analysis	that	takes	place	within	this	chapter	will	be	based	on	six	recordings	of	
the	song	‘Dancing	in	the	Street’	between	1966	and	1971,	and	will	show	how	the	
previously	established	features	develop	within	one	piece	over	time,	as	well	as	
looking	at	how	the	Dead	establish	groove,	despite	a	continually	changing	level	2	bass	
and	the	introduction	of	larger	jams.	It	will	also	look	at	what	effect	the	changes	in	
keyboard	players	from	1966	(McKernan),	1969	(Constantine)	and	1971	(Godchaux)	
made	to	their	overall	sound.	Performances	from	these	years	will	be	examined	in	
detail,	while	those	from	1967,	1968	and	1970	will	additionally	be	referenced.	The	
dates	of	the	recordings	were	chosen	due	to	their	sound	quality,	availability,	presence	
of	keyboard	player	and	the	years	that	the	song	was	active	within	their	set	list	
between	1965	and	1973.		
	
‘Dancing	in	the	Street’	was	a	cover	song	for	the	Dead,	originally	written	by	Marvin	
Gaye,	William	Stevenson	and	Ivy	Hunter	and	first	became	popular	when	recorded	by	
Martha	and	the	Vandellas	in	1964,	when	it	became	associated	with	African	American	
youth	as	a	civil	rights	anthem	for	social	change.		
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The	Grateful	Dead	played	‘Dancing	in	the	Street’	123	times	out	of	a	total	of	2314	
concerts	over	their	thirty-year	career,	and	it	made	47	appearances	between	1966	
and	1971,	see	Figure	6.1.	The	first	recorded	performance	of	the	song	was	in	1966,	
until	it	was	retired	for	five	years	between	1972	and	1976.	They	did	not	record	it	for	a	
studio	album	until	1977,	where	it	was	included	on	the	album	Terrapin	Station.		
	
Lesh	described	‘Dancing	in	the	Street’	as	the	first	song	that	the	Dead	practiced	in	a	
stretched-out	format,	including	long	improvisational	jams	(Lesh,	2005).	Many	years	
later	in	his	2015	autobiography,	Kreutzmann	reflected	on	how	he	felt	that	it	was	a	
difficult	song	to	perform	correctly,	and	how	modern	bands	would	get	the	drums	
wrong:	‘As	for	our	cover	of	Martha	&	the	Vandallas	‘Dancing	in	the	Streets’,	I’ve	
heard	young	bands	do	that	today	and	they	tend	to	screw	it	up.	It’s	like	they	don’t	
listen	to	the	bass	and	they	don’t	get	the	bass	drum	right.	It’s	supposed	to	be	
syncopated,	and	some	of	these	kids	just	don’t	get	that.	Not	all	of	them,	of	course,	
but	I	heard	a	band	attempt	it	recently	and	all	I	could	think	was	‘Oops…’(Kreutzmann,	
2015).	Figure	6.1	shows	the	frequency	of	the	song’s	performance	by	the	Dead	
between	1965	and	1973.	It	would	have	been	interesting	to	know	what	Marvin	Gaye,	
William	Stevenson	and	Ivy	Hunter	thought	of	the	Dead’s	version	of	the	song	and	
whether	they	felt	that	they	had	got	it	right,	given	the	amount	of	changes	that	they	
made	to	it	over	the	years.	It	is	worth	noting	that	the	number	of	performances	
increased	substantially	in	1969	to	ten,	and	then	saw	another	jump	to	over	double	
that	in	1970	to	twenty-five,	which	might	reflect	the	band’s	experiments	with	
improvisation	at	that	point	in	time.	
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Figure	6.1:	Years	when	‘Dancing	in	the	Streets’	was	known	to	have	been	performed	
Year	 Number	of	times	
played	
1965	 0	
1966	 5	
1967	 3	
1968	 2	
1969	 10	
1970	 25	
1971	 1	
1972	 0	
1973	 0	
	
Only	three	officially	released	soundboard	versions	of	the	song	could	be	found	for	
purposes	of	the	analysis,	and	the	1967,	1968	and	1969	recordings	were	obtained	
from	the	Grateful	Dead	archive,	which	generally	consists	of	audience	(fan	made)	
recordings	of	the	shows,	which	resulted	in	a	lower	quality	of	sound.	The	following	
dates	were	selected	for	analysis:	7/3/66	(from	30	trips	around	the	sun),	3/18/67	
(Dead	archive),	3/30/68	(Dead	archive),	12/5/69	(Dead	archive),	4/15/70	(30	trips	
around	the	sun)	and	12/31/71	(radio	broadcast).		
	
The	analysis	will	start	by	looking	at	the	original	version	of	the	song,	and	then	
examine	how	the	Dead	reworked	this	song	to	fit	sonically	and	stylistically	into	their	
set	list,	a	process	that	I	have	previously	referred	to	as	‘Deadification’.	I	will	then	look	
at	how	four	important	features	changed	through	the	band’s	own	evolution	of	the	
song:	structural	and	harmonic	changes	made	to	the	song,	how	the	Dead	established	
the	groove	with	an	ever	increasing	amount	of	poly-instrumental	improvisation,	how	
the	Dead’s	developing	improvisational	approach	affected	their	version	of	the	song	
and	its	growing	length	of	jamming	and	finally	what	effect	the	change	of	keyboard	
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player	(McKernan,	Constantine,	Godchaux)	had	on	the	development	of	the	
‘Deadification’	process.	
	
6.1	Martha	and	the	Vandellas:	‘Dancing	in	the	Street’	
The	precise	nature	of	the	Motown	musical	style	can	be	difficult	to	describe	due	to	its	
strong	links	within	its	production	aesthetics,	which	are	not	all	comparable	when	
wishing	to	compare	with	the	Grateful	Dead’s	music,	as	they	were	very	different.	The	
Dead’s	true	aim	was	live	performance,	so	it	is	the	music’s	content	that	is	of	greatest	
importance	when	examining	the	Deadification	process.	Key	features	of	the	Motown	
style	were	said	to	be:	a	steady	4/4	drum	pattern,	use	of	strings,	horns	or	woodwind,	
popular	music	vocals	(rather	than	being	blues	based)	with	gospel-influenced	backing	
vocals	and	complex	chord	progressions	coupled	with	sophisticated	melodies.	The	
mixing	involved	within	the	music’s	production	would	always	tend	to	emphasize	the	
treble,	so	that	the	songs	would	appear	crisp	and	clear	when	played	on	radio.	The	
Dead	would	not	have	been	worried	about	the	latter	as	they	received	very	little	air	
time	on	radio	due	to	the	length	of	their	songs,	and	live	performance	took	
precedence	bringing	with	it	different	requirements.	
				
The	original	version	of	the	song	offers	a	typical	Motown	structure	of	the	time,	with	
the	song	set	in	4/4	time	with	a	tambourine	on	beats	2	and	4,	horns/woodwind	and	a	
pop	based	structure	as	shown	in	Figure	6.2.	It	consisted	of	an	adapted	blues	
structure	in	the	key	of	E	major	with	a	I,	IV,	V,	I	progression	clearly	visible,	see	Figure	
6.3.	The	changes	that	can	be	found	within	this	progression	involve	the	additions	of	
the	III	and	vi	chords	within	the	chorus	section,	providing	more	frequent	movement	
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and	thus	a	drive	towards	the	tonic	at	the	end	of	the	chorus	and	fulfilling	the	
aforementioned	complex	chord	structure,	which	contrasts	with	the	verse’s	
predominant	use	of	one	chord.	The	instrumentation	used	for	the	recording	was	
again	typical	for	Motown	featuring	a	traditional	band	setup	of	one	guitar,	bass	and	
rock	drum	kit,	with	an	added	brass/woodwind	section	including	trumpet,	
saxophones	and	trombones.	
	
Figure	6.2:	Structure	of	Martha	and	the	Vandellas’	version	of	‘Dancing	in	the	Street’.	
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		Intro					Verse	1			Chorus	1				Verse	2					Chorus	2					Outro	
	
Figure	6.3:	Harmonic	Structure	of	Martha	and	the	Vandellas	version	of	‘Dancing	in	
the	Street’.	
Section	 Harmonic	structure	 Points	of	interest	
Intro	
0.00	–	
0.08	
Set	in	E	major	
|	I	(E7)	|	x5	
Introduces	the	songs	main	riffs		
	
	
	
	
Establishes	the	groove	pattern	between	the	drums,	bass	guitar	
and	bass	guitar	
	
		 		
	
	
	
Verse	1	
0.08	–	
0.35	
|	I	(E7)	|x14	 The	harmony	stays	unchanged,	using	E7	for	all	14	bars.	
The	bass	and	drum	groove	is	continued	throughout	the	verse,	
beginning	with	the	brass	used	for	additional	fills	until	the	
trombone	returns	to	the	introductions	riff	at	0’20’’.	The	backing	
vocals	also	start	at	this	time	repeating	key	phrases	just	after	the	
lead	singer.	
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Chorus	1	
0.35	–	
1.13	
|	IV	(A)	|	IV	(A)	|	IV	(A)	|	IV	(A)	|	
|	I	(E7)	|	I	(E7)	|	I	(E7)	|	I	(E7)	|	
|	III	(G♯7)	|	III	(G♯7	|	vi	(C♯m)	|	vi	(C♯m)	|	
|	ii	(F♯m)	|	ii	(F♯m)	|	V	(B7sus)	|	V	(B7sus)	
|	
|	I	(E)	|	I	(E)	|	I	(E)	|	I	(E)	|	
The	chorus	uses	a	more	varied	harmonic	progression	of	IV	–	I	–	
III7	–	vi	–	ii	–	V7	–	I	
The	bass	guitar	maintains	the	same	rhythmic	pattern,	just	
altering	the	note	to	match	the	current	chords	root	note.	
The	brass	section	starts	playing	held	notes	spread	out	to	form	
chords	with	the	occasional	trumpet	fill	leading	to	them.	
Verse	2	
1.13	–	
1.40	
	
|	I	(E7)	|x14	 Some	changes	to	the	pitching	of	the	lyrics	phrase	ends,	and	the	
backing	vocal	words.	
Chorus	2	
1.40	–	
2.18	
|	IV	(A)	|	IV	(A)	|	IV	(A)	|	IV	(A)	|	
|	I	(E7)	|	I	(E7)	|	I	(E7)	|	I	(E7)	|	
|	III	(G♯7)	|	III	(G♯7	|	vi	(C♯m)	|	vi	(C♯m)	|	
|	ii	(F♯m)	|	ii	(F♯m)	|	V	(B7sus)	|	V	(B7sus)	
|	
|	I	(E)	|	I	(E)	|	I	(E)	|	I	(E)	|	
	
Some	changes	to	the	pitching	of	the	lyrics	phrase	ends,	and	the	
backing	vocal	words.	
Outro	 |	I	(E)	|	x13	 Employs	some	new	lyrics	along	with	some	from	the	chorus.	
	
	
‘Dancing	in	the	Street’	was	fairly	notable	for	having	a	strong	and	driving	sense	of	
groove,	and	it	is	important	to	look	at	how	this	is	established	and	ultimately	how	the	
Dead	treated	this	feature.	The	main	groove	for	the	whole	piece	in	the	original	
version	is	established	during	the	song’s	introduction	through	the	interaction	of	the	
bass	guitar	and	the	drums,	and	then	with	the	later	addition	of	the	rhythm	guitar,	see	
the	red	boxes	in	Figure	6.4.	Spicer	defined	groove	as	‘the	complex	tapestry	of	riffs	–	
usually	played	by	the	drums,	bass,	rhythm	guitar	and/or	keyboard	in	some	
combinations	–	that	work	together	to	create	the	distinctive	harmonic/rhythmic	
backdrop	which	identifies	a	song’	(Spicer,	2001)	and	in	this	track	the	bass,	guitar	and	
drums	vary	little	throughout	the	whole	piece,	and	interact	to	provide	the	song’s	two	
groove	patterns,	the	verse	groove	and	the	chorus	groove	(which	differs	only	in	the	
chord	progression	and	the	horn’s	use	of	held	notes).	This	continual	repetition	
provides	stability	to	these	established	grooves	and	consistency	for	the	listeners.	The	
brass/saxophone	riff	and	the	repeating	trombone	pattern	form	the	song’s	main	riffs	
and	recur	throughout	the	whole	piece,	shown	in	circles	in	Figure	6.4.	This	
combination	of	the	five	instruments’	repeated	patterns	also	fits	with	Hughes’s	
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expansion	of	the	definition	of	groove,	stating	that	‘a	figure	is	not	a	groove	unless	it	is	
designed	to	be	repeated’	(Hughes,	2003,	14).		
	
Figure	6.4:	Formation	of	groove	within	Martha	and	the	Vandellas	version	of	‘Dancing	
in	the	Street’	
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As	with	most	groove	patterns,	‘Dancing	in	the	Street’	is	not	different	in	relying	on	
repetition,	and	in	this	track	the	bass,	guitar	and	drums	contain	very	little	variation.	
Throughout	the	whole	verse	and	chorus	shown	in	Figure	6.4,	the	bass	guitar	only	
plays	the	root	note	of	each	chord,	so	there	is	no	doubt	about	the	song’s	tonality	and	
harmonic	goal.	
	
6.2	Grateful	Dead:	The	1966	Deadification	of	‘Dancing	in	the	Street’		
Before	looking	at	how	the	Dead	themselves	changed	the	song	over	time,	it	is	
necessary	to	establish	how	the	band	initially	altered	the	song	from	the	original	
version,	and	first	‘Deadified’	the	track	so	that	it	would	fit	into	their	developing	
sound.	It	has	been	suggested	that	the	Dead	may	well	have	played	the	song	as	early	
as	1965,	but	as	no	details	of	this	exist	in	the	fragmented	set-lists	and	recordings	that	
remain,	it	is	not	possible	to	substantiate	or	analyze.	Therefore,	the	recording	used	
for	this	initial	comparison	and	‘Deadification’	process	will	be	the	7/3/66	recording	
from	the	Fillmore	Auditorium	in	San	Francisco.		
	
6.2.1:	Position	within	the	set	list	and	outline	
The	set	list	for	the	7/3/66	show	is	shown	in	Figure	6.5,	and	highlights	that	at	this	
point	in	their	career,	there	were	no	song	cycles	present,	the	sets	still	contained	a	
large	number	of	cover	songs	and	the	jams	were	in	general	shorter,	with	only	two	
extended	jams	and	one	improvisational	showcase	present	in	the	form	of	‘In	the	
Midnight	Hour’.	The	original	songs	presented	within	this	show	were	‘New	
Minglewood	Blues’,	‘Tastebud’,	‘Cream	Puff	War’,	‘Cardboard	Cowboy’	and	‘You	
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Don’t	Have	to	Ask’	of	which	only	‘New	Minglewood	Blues’	would	receive	regular	
performances,	with	the	others	falling	into	the	category	of	occasional	revivals.		
	
Figure	6.5:	Fillmore	Auditorium,	San	Francisco	7/3/66	
Setlist	
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Nobody’s	Fault	but	Mine	 C	 X	 1.09	 	
Dancing	in	the	Street	 C	 X	 7.59	 Extended	
Jam	
I	Know	You	Rider	 C	 X	 3.05	 	
He	Was	a	Friend	of	Mine	 C	 X	 4.16	 	
Next	Time	You	See	Me	 C	 X	 3.32	 	
Viola	Lee	Blues	 C	 X	 7.39	 Extended	
Jam	
Big	Boss	Man	 C	 X	 3.49	 	
Sitting	on	Top	of	the	
World	
C	 X	 2.21	 	
Keep	Rolling	By	 C	 X	 4.35	 	
New	New	Minglewood	
Blues	
O	 X	 3.54	 	
Cold	Rain	and	Snow	 C	 X	 3.16	 	
Tastebud	 O	 X	 6.37	 	
Beat	it	on	Down	the	Line	 C	 X	 2.48	 	
Cream	Puff	War	 O	 X	 5.18	 	
Don’t	Mess	up	a	Good	
Thing	
C	 X	 3.14	 	
Cardboard	Cowboy	 O	 X	 2.31	 	
Gangster	of	Love	 C	 X	 5.10	 	
You	Don’t	Have	to	Ask	 O	 X	 4.32	 	
In	the	Midnight	Hour	 C	 X	 15.50	 Y	
	
The	band	lineup	for	the	concert	featured	Garcia,	Kreutzmann,	Lesh,	McKernan	and	
Weir.	Hart	had	not	joined	the	band	by	this	point	so	the	percussion	was	therefore	
constructed	around	one	drum	kit.	Harmonically	the	key	of	the	piece	was	moved	
from	the	original	version’s	E	to	A,	and	this	decision	was	most	likely	made	to	
accommodate	Weir’s	vocal	range	rather	than	to	create	a	different	aesthetic.	The	
sevenths	contained	within	the	original	were	also	not	always	played,	which	could	
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have	been	a	band	decision,	but	given	the	seemingly	random	nature	of	their	inclusion	
it	is	unlikely.	The	minor	ii	chord	in	the	chorus	was	changed	to	the	major	II,	providing	
a	slightly	different,	almost	ambiguous	shift	to	the	expected	sound.	The	
instrumentation	was	the	other	immediately	obvious	change,	featuring	no	brass,	but	
instead	containing	McKernan’s	Vox	Continental	organ,	which	helped	to	fill	out	the	
sound	and	provide	the	song’s	main	motif.	It	also	created	its	own	unique	sound,	
providing	an	effective	alternative	to	the	brass.				
	
The	Dead	altered	the	structure	from	the	original	after	the	second	chorus	by	
repeating	sections	of	the	song	several	times	and	by	adding	in	a	2	minute	40	second	
jam	at	2’48’’.	This	outline	can	be	seen	in	Figure	6.6,	which	provides	a	visual	
representation	of	the	differences	made	in	comparison	to	the	original	in	Figure	6.2.	
The	Dead’s	version	of	the	song’s	harmonic	structure	is	shown	in	Figure	6.7.	
	
Figure	6.6:	Structure	of	the	Grateful	Dead’s	7/3/66	version	of	‘Dancing	in	the	Street’.	
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The	song’s	main	motif	is	kept	the	same	and	performed	by	McKernan	on	the	organ,	
with	the	main	groove	typically	created	through	the	combination	of	the	drums	and	
guitars	where	their	parts,	surprisingly	for	the	Dead,	are	kept	similar	and	repetitive,	
see	Figure	6.8.	The	groove	loses	the	trombone	pattern	from	the	original,	which	is	not	
replicated	by	any	of	the	other	instruments.		
	
6.2.2:	Establishing	the	groove	and	altering	the	song’s	structure	
As	mentioned	above,	the	Dead	establish	the	groove	through	Kreutzmann’s	drums	
and	Weir’s	guitar	as	these	parts	remain	fairly	constant	throughout	the	song,	with	
Garcia	and	McKernan	making	regular	contributions	to	the	rhythm	of	the	groove.	
Lesh’s	role	within	the	groove	is	interesting	in	that	it	is	not	as	repetitive	as	the	
original,	and	he	frequently	makes	changes	to	the	rhythmic	pattern	as	well,	and	
therefore	does	not	comply	with	either	Spicer’s	or	Hughes’s	definition	of	groove.	
Despite	this,	and	its	tendency	to	act	as	a	secondary	melody	line,	I	feel	that	the	bass	
still	acts	as	a	contributor	to	the	main	groove,	through	the	repetition	of	Lesh’s	
different	rhythmic	patterns	rather	than	just	the	repetition	of	notes	themselves,	see	
Figure	6.9.	This	does	fit	in	part	with	Hughes’s	expanded	definition:	‘in	some	cases	a	
groove	will	be	designed	to	lead	the	listener	to	expect	its	beginning	to	follow	its	
ending.	The	recursive	mechanism	that	leads	our	ears	in	this	way	can	be	rhythmic,	
harmonic,	melodic,	timbral,	or	any	other	sort	of	mechanism	–	as	long	as	it	leads	us	to	
anticipate	the	beginning	of	the	groove’	(Hughes,	2003,	15).		
	
It	has	been	established	throughout	this	thesis	that	a	hallmark	of	the	Dead’s	
performances	is	a	complex	bass	line	that	could	be	considered	as	a	melody	line	in	its	
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own	right,	and	with	this	in	mind,	it	can	be	seen	that	Lesh	still	made	use	of	the	first	
and	second	inversions	of	the	chords,	creating	melodic	phrases	and	continually	
altering	the	pattern,	but	making	the	compromise	of	frequently	returning	to	the	
tonic,	thus	grounding	the	harmony,	and	creating	short	rhythmic	phrases	that	lead	
into	the	next	which	can	therefore	be	seen	to	contribute	to	the	creation	of	the	
groove.	So,	despite	these	concessions,	it	still	remains	a	complex	bass	line,	which	
continually	adjusts	its	part	within	the	song’s	layer	2	structure.	
	
Figure	6.7:	Harmonic	Structure	of	the	Grateful	Dead’s	7/3/66	version	of	‘Dancing	in	
the	Street’.	
Section	 Harmonic	structure	 Points	of	interest	
Intro	
0.00	–	
0.11	
Set	in	the	key	of	A	
|	I	(A)	|	I	(A)	|		
|	VII	(G)	|		
|	I	(A)	|	VII	(G)	|	
Still	introduces	the	songs	main	riff,	except	this	time	on	the	organ,	and	
the	trombone’s	bass	melody	is	not	included	
	
		
Kreutzmann	does	not	alter	the	drum	pattern	noticeably	but	Lesh	does	
not	use	the	originals	bass	and	instead	sets	up	his	own	pattern,	which	as	
expected	changes	extensively	throughout	the	piece.		
	
	
	
In	this	version,	the	guitars	are	more	important	in	establishing	the	
groove,	since	unlike	the	bass,	they	do	set	up	a	more	constantly	
repeated	pattern	
	
	
	
	
	
Verse	1	
0.11	–	
0.37	
|	A	(I)	|	VII	(G)	|	
|	I	(A)	|	x	12	
As	with	the	original	the	overall	harmony	remains	unchanged	for	the	
verse	section	of	A,	with	the	exception	that	the	use	of	the	7th	is	generally	
not	adhered	to	for	all	14	bars.	
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Weir	does	not	follow	the	original	in	beginning	the	lyrics	on	an	elision,	
and	has	a	tendency	to	start	and	end	the	phrases	on	the	3rd	note	of	the	
scale.		
	
The	bass	develops	a	pattern	that	tends	to	play	the	root	note	of	the	
chord	for	the	first	two	beats,	and	then	uses	the	last	two	beats	to	create	
movement.	Lesh	always	flattens	the	keys	G♯	which	could	point	
towards	his	use	of	either	a	major/minor	pentatonic	cross,	or	the	
Mixolydian	mode.	
	
The	main	groove	remains	firmly	rooted	in	A	major	throughout	the	
section,	but	Garcia	sporadically	throws	in	G	major	chords	into	his	part,	
tied	to	an	A	bass	note,	further	altering	the	section	from	the	original.		
	
The	backing	vocals	are	not	as	tight	as	later	Dead,	and	sounds	somewhat	
off	pitch	
	
	
Chorus	1	
0.37	–	
1.16	
|	IV	(D)	|	IV	(D)	|	IV	(D)	|	IV	(D)	|	
|	I	(A)	|	I	(A)	|	I	(A)	|	I	(A)	|	
|	III	(C♯)	|	III	(C♯)	|	vi	(F♯m)	|	vi	
(F♯m)	|	
|	II	(B)	|	II	(B)	|	V	(E)	|	V	(E)	|	
|	I	(A)	|	I	(A)	|	I	(A)	|	I	(A)	|	
	
The	chorus	remains	similar	to	the	original,	using	a	more	varied	
harmonic	progression	of	IV	–	I	–	III	–	vi	–	II	–	V	–	I,	but	dropping	the	
originals	use	of	7ths.		
	
This	is	the	first	section	in	which	Lesh	uses	sections	of	the	originals	bass,	
tied	together	with	more	movement-based	sections.	
	
McKernan’s	organ	becomes	more	active,	introducing	held	chords	
simulating	the	original’s	brass	part,	and	introducing	some	more	fills	
	
Verse	2	
1.16	–	
1.42	
	
|	I	(A)	|x14	 Similar	to	V1,	although	bass	is	continually	changed	
	
	
Chorus	2	
1.42	–	
2.20	
|	IV	(D)	|	IV	(D)	|	IV	(D)	|	IV	(D)	|	
|	I	(A)	|	I	(A)	|	I	(A)	|	I	(A)	|	
|	III	(C♯)	|	III	(C♯)	|	vi	(F♯m)	|	vi	
(F♯m)	|	
|	II	(B)	|	II	(B)	|	V	(E)	|	V	(E)	|	
|	I	(A)	|	I	(A)	|	I	(A)	|	I	(A)	|	
	
Similar	to	C1,	although	bass	is	changed	and	the	organ	adds	some	more	
fills.	
Verse	2	
repeat	
2.20	–	
2.48	
	
|	I	(A)	|	x	14	 Similar	to	V2	above,	although	again,	the	bass	is	continually	changed.		
	
Garcia’s	lead	interrupts	Weir’s	vocals	at	2.41,	giving	the	effect	of	the	
jam	starting	earlier.	
Jam	1	
2.48	–	
5.28	
	
|	I	(A)	|	x	93	 The	jam	is	centered	for	the	whole	section	in	the	A	major	tonality	with	
the	occasional	G	major	chord	thrown	in.	
	
Three	distinct	melody	lines	can	be	heard	within	the	jam	from	Garcia,	
Lesh	and	McKernan,	with	the	groove	maintained	by	Weir	and	
Kreutzmann.	As	the	jam	progresses,	McKernan	drifts	back	into	using	
previously	established	fills,	and	supporting	the	groove	more	before	the	
band	return	to	the	verse	1	repeat.	
	
Verse	1	
repeat	
5.28	–	
5.53	
	
|	I	(A)	|	x	14	 Similar	to	V1,	although	bass	is	continually	changed	
Verse	2	
repeat	
5.53	–	
6.42	
	
|	IV	(D)	|	IV	(D)	|	IV	(D)	|	IV	(D)	|	
|	I	(A)	|	I	(A)	|	I	(A)	|	I	(A)	|	
|	III	(C♯)	|	III	(C♯)	|	vi	(F♯m)	|	vi	
(F♯m)	|	
|	II	(B)	|	II	(B)	|	V	(E)	|	V	(E)	|	
|	I	(A)	|	I	(A)	|	I	(A)	|	I	(A)	|	
Similar	to	C1,	although	bass	is	continually	changed	
Outro	
6.42	–	
7.16	
|	I	(A)	|	x2	 Employs	some	new	lyrics	along	with	some	from	the	chorus.	
	
The	organ	becomes	more	prominent,	and	the	piece	ends	with	a	Garcia	
noodle.	
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Figure	6.8:	Grateful	Dead	‘Dancing	in	the	Street’	notation	
	
	 406	
	
	
	
	
	
	 407	
	
	
	
	
	 408	
Figure	6.9:	Lesh’s	recurring	bass	patterns	
Minim	start:	
	 						 				 	
Crotchet	start:	
			 			 	
						 	
Movement	starts:	
					 	
	
By	Lesh	maintaining	this	compromise	during	the	verse	and	chorus	sections,	and	
restraining	from	forming	a	secondary	melody	line	directly,	he	can	therefore	be	
considered	to	be	contributing	to	the	groove,	although	the	most	repetitive	parts	and	
major	contributors	remain	the	drums	and	guitars.		
	
McKernan’s	contribution	on	the	keyboard	can	be	seen	as	fairly	limited	or	perhaps	
restrained,	and	revolves	around	using	the	main	riff,	held	chords	and	the	occasional	
short	fill.	Despite	this	modest	approach,	the	sound	produced	by	his	organ	adds	to	
the	texture,	and	the	sustained	nature	of	the	sound	makes	his	interactions	appear	
greater.	Garcia	avoids	playing	lead	melodies	during	the	verse	and	chorus	to	allow	the	
vocals	space,	and	instead	plays	alternative	rhythms	that	shadow	and	reinforce	
Weir’s	playing,	placing	emphasis	on	particular	notes	and	chords.	This	shadowing	
within	the	rhythm	part	is	frequently	found	within	the	Dead’s	music	throughout	their	
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career	and	serves	to	create	a	fuller	sound	and	texture	given	that	Garcia	and	Weir	
typically	play	the	chords	in	different	positions	on	their	guitars	and	sometimes	use	
inversions,	with	differing	amounts	of	notes,	accenting	and	focus	on	bass	or	treble	
strings.		
	
6.2.3:	Vocal	Deadification	
Vocally,	the	Dead’s	greatest	change	from	the	original	is	to	remove	some	of	its	
elisions,	and	typically	to	come	in	on	the	beat	(rather	than	fractionally	before	it)	for	
every	phrase.	Whether	this	was	an	intentional	decision	or	not	is	impossible	to	
determine,	but	it	does	create	a	noticeable	difference	to	the	song’s	overall	sound,	
and	moves	it	away	from	the	syncopated	form	found	within	the	Motown	style.	Weir	
also	makes	several	lyric	changes,	typically	shortening	phrases,	which	could	be	how	
the	elisions	came	to	be	removed;	he	also	swaps	lyrics	around,	moving	them	from	
one	section	to	another.	This	practice	of	continually	making	changes	to	lyrics	was	not	
unusual	for	Weir,	and	in	the	1970s	it	eventually	led	to	Hunter	refusing	to	write	any	
more	songs	for	him,	as	he	did	not	like	his	verses	being	altered	(Jackson,	1999).	The	
use	of	slang	terms	was	also	a	common	addition	that	McKernan,	Garcia	and	Weir	
would	make	to	cover	songs	such	as	‘hey’,	‘you	know’,	‘OK	now’	etc.,	as	discussed	in	
Chapter	2,	as	it	helped	to	shape	the	lyrics	to	sound	more	colloquial	and	to	fit	in	with	
the	more	casual	language	used	within	the	counterculture.	The	backing	vocals	
throughout	the	verse	and	chorus	are	typical	of	those	found	in	early	Dead	
performances	and	are	not	nearly	as	polished	and	tight	as	those	found	after	
Workingman’s	Dead.	Often,	they	are	slightly	off	pitch,	and	clash	with	the	main	
vocals,	in	particular	the	‘Whoo	hoo	hoo’	specific	to	the	Dead’s	version,	and	these	
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additions	of	simple	vocalizations	is	characteristic	of	the	Dead	as	was	observed	in	
Chapter	2’s	analysis	of	‘Big	Boss	Man’.		
	
Figure	6.10:	Movement	of	elisions	in	the	‘Deadification’	process.	Yellow	indicates	the	
original	elisions	and	blue	represents	new	elisions	added	by	Weir	
	
Martha	and	the	Vandellas	1964	use	of	elisions:	
	
|																												|																													|																																													|																																																						|																					|	
																						Call	–	in	out	around			-								the	world,	are	you	ready	for	a	brand	new	beat		-		
	
|																																														|																																		|																																								|	
			Summer’s	here	and	the		time	is	right	-		for	dancing	in	the	street	
	
	
	
Grateful	Dead	1966	use	of	elisions:	
	
|																							|																											|																																	|																																																					|																													|	
																											Come	alive	ar	–	ound	the	world		ready	for	a	brand	new	beat	–		
	
|																																															|																																	|																																							|		
		summer’s	here	–	and	the	time	is	right	–	for	dancing	in	the	street	
	
	
	
On	examining	the	first	two	verses,	see	figure	6.10,	it	can	be	seen	that	each	phrase	of	
the	Martha	and	the	Vandellas	version	begins	on	an	elision,	placing	the	emphasis	
before	the	beat.	In	the	Dead’s	1966	version,	Weir’s	cuts	to	the	lyrics	eliminates	the	
elisions	at	the	start	of	the	verses	and	instead	inserts	a	new	one	when	the	‘around’	is	
shifted	into	the	next	bar.	On	the	second	phrase	the	elisions	are	kept	in	the	same	
place	as	the	original	version.		
	
As	observed	before,	vocal	phrases	tend	to	start	and	end	on	any	note	but	the	root,	
typically	making	use	of	the	3rd	and	5th	notes	of	the	scale.		
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6.2.4:	Introducing	the	jam	
The	improvisational	jam	is	one	of	the	most	noticeable	additions	to	the	song	that	
serves	to	distinguish	the	Dead’s	version	from	the	original.	The	jam	itself	will	not	be	
examined	in	full	given	that	it	is	similar	in	sound	and	approach	throughout,	so	instead	
only	the	first	section	will	serve	as	a	focus	of	discussion.	The	percussion	during	the	
jam	is	repeated,	save	for	a	few	snare	drum	rolls,	therefore	it	will	be	omitted	from	
any	notation	in	the	diagrams	used,	to	allow	easier	comparison	of	the	other	
instruments.		
	
The	transition	into	the	jam	from	the	chorus	is	far	from	smooth,	as	might	be	expected	
in	this	early	example	of	the	band’s	experimentations	into	forging	longer	jams,	and	
takes	four	bars	to	complete,	see	Figure	6.11.	Weir	appears	to	go	into	singing	another	
repeat	of	a	verse,	with	Lesh,	Kreutzmann	and	his	own	rhythm	guitar	continuing	with	
the	established	groove,	when	Garcia	stops	his	rhythm	playing	and	cuts	across	his	
vocals,	starting	his	lead	‘guitar	noodling’	of	the	jam.	Weir	at	first	seems	either	not	to	
notice	this	change,	or	does	not	want	to	move	on	yet	and	continues	with	another	
phrase	of	singing	the	verse	which	Garcia	continues	to	play	over,	answering	his	
(Garcia’s)	first	phrase.	By	this	point,	Lesh	appears	to	have	caught	on	to	this	
suggested	change	of	direction,	and	whilst	reinforcing	the	harmony	through	
repetition	of	the	root	note,	he	adds	a	walk-down	at	the	end	of	Weir’s	verse	‘dancing	
in	the	street’.	McKernan	also	seems	to	have	recognized	that	the	jam	has	begun	and	
enters	with	some	stabbed	chords,	before	introducing	a	motif	at	bar	5	of	the	jam,	
which	he	will	continually	use	throughout	the	rest	of	the	section,	serving	as	another	
partially	repeating	part	(in	that	the	rhythm	is	always	the	same	even	though	the	notes	
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change)	to	reinforce	the	groove	with	Weir’s	rhythm	guitar	and	Kreutzmann’s	
percussion	to	allow	Lesh	to	produce	a	second	melody	to	Garcia’s	guitar.	As	discussed	
in	Chapter	3’s	analysis	of	‘Caution’	a	typical	approach	to	a	jam’s	harmony	is	to	use	
one	or	two	chord	drones,	and	the	single	chord	‘pattern’	is	prominent	here.	However,	
given	that	the	jam	is	based	mainly	on	the	A	major	chord,	with	occasional	additions	of	
G	major	and	A	minor	for	tonal	color,	it	makes	it	more	difficult	for	band	members	to	
notice	when	a	change	is	being	implemented,	and	that	could	potentially	be	what	is	
observed	in	this	transition.	
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Figure	6.11:	Transition	into	the	jam,	groove	and	noodling	
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(From	here	on	the	percussion	will	not	be	included	in	the	transcriptions)	
	
The	song’s	groove	throughout	the	jam	is	primarily	established	through	Kreutzmann’s	
drumming	and	Weir’s	rhythm	guitar.	McKernan’s	input	to	the	jam	is	limited	in	the	
sense	of	musical	exploration,	but	acts	as	an	important	contribution	towards	the	
maintenance	of	the	groove.	Importantly,	his	musical	line	is	repetitive	from	the	
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perspective	of	the	groove,	and	mainly	consists	of	stab-like	chords	(a	feature	of	
McKernan’s	playing	shown	in	Chapter	3)	and	features	his	addition	of	a	short,	
continually	developing	fill	that	retains	a	sense	of	familiarity	despite	its	continual	
alteration.		
	
Lesh	now	develops	his	bass	line	in	a	more	independent	secondary	melody,	but	
continues	to	include	bars	emphasizing	the	root	notes,	providing	regular	returns	to	
complementing	the	groove,	and	in	a	way,	he	intertwines	his	melody	around	these	
‘return’	sections.	His	melodies	typically	start	on	the	second	or	third	beat	of	the	bar	
and	provide	forward	momentum	towards	the	return	to	the	root	note.	
	
One	of	the	key	questions	with	this	early	jam	revolves	around	the	key/mode	in	which	
the	solos	are	based.	Throughout	the	jam,	and	most	of	the	piece,	the	flattened	
seventh	of	G♮ is	repeatedly	observed,	suggesting	that	the	solo	is	based	in	A	
Mixolydian	mode	(A-B-C♯-D-E-F♯-G),	but	as	there	is	no	real	harmonic	progression	
established,	identifying	a	Mixolydian	progression	is	difficult.	More	importantly,	it	
does	not	sound	characteristic	of	the	Mixolydian	mode,	which,	as	I	subsequently	
discuss,	later	Dead	versions	of	the	song	would.	It	also	does	not	account	for	the	
number	of	C♮s	that	appear	during	the	jam.	The	other	option,	which	I	feel	is	more	
probable	given	the	date	of	the	recording	and	the	stylistic	features	of	the	time	
discussed	in	chapter	2,	is	that	Garcia	and	Lesh	are	using	a	mixture	of	the	A	major	(A-
B-C♯-E-F♯)	and	A	minor	(A-C-D-E-G)	pentatonic	scales,	which	also	fits	better	with	the	
way	the	jam	sounds.	This	does	not	of	course	preclude	the	possibility	that	the	A	
Mixolydian	mode	is	included	as	well	as	the	major	and	minor	pentatonic	scale,	which	
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would	account	for	why	it	does	not	sound	purely	Mixolydian.	Either	way,	both	Garcia	
and	Lesh	adhere	to	the	same	approach,	with	both	including	a	fair	amount	of	
chromaticism.			
	
Throughout	the	jam,	many	features	are	encountered	that	have	been	discussed	in	
Chapters	2	and	3,	and	serve	as	identifiable	features	of	early	Dead	playing,	see	Figure	
6.12.	The	first	part	of	the	jam	repeatedly	shows	Garcia’s	use	of	short	phrases,	in	this	
case	of	one	to	two	bars,	his	use	of	repeated	notes	(2’58’’),	triplet	based	noodles	
(3’04’’),	his	avoidance	of	opening	and	closing	phrases	on	the	root	note	and	instead	
his	tendency	to	close	on	the	dominant	(throughout	2’48’’-4’04’’),	and	his	inclusion	of	
scalic	runs	(3’04’’)	and	treating	the	flattened	seventh	as	a	leading	note	(throughout).	
There	are	several	examples	of	the	band	members	passing	motifs	between	each	
other	(e.g.	3’40’’),	although	seen	here	to	a	lesser	degree	than	a	year	or	so	later.	Lesh	
moves	further	away	from	the	restraint	shown	during	the	verse	and	chorus	sections	
and	begins	to	give	greater	preference	to	the	first	and	second	inversions	over	the	
root,	and	persisting	in	movement	from	one	inversion	to	another	within	the	same	
bar.	He	also	continued	frequently	to	adjust	the	rhythmic	placing	within	his	phrases,	
altering	the	notes	on	which	emphasis	was	placed.	
	
The	section	of	the	jam	transcribed	here,	lasting	1	minute	12	seconds,	shows	the	
Dead’s	very	early,	and	structurally	loose	beginnings	of	the	development	of	jamming	
spheres	(see	Chapter	3).	At	this	early	stage	in	their	development,	distinguishing	the	
boundaries	between	these	spheres	is	more	difficult	as	each	idea	is	less	developed	
making	each	sphere	far	shorter,	but	they	are	undoubtedly	fully	present	and	reveal	
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the	starting	point	of	the	development	of	this	improvisational	structural	practice.	
They	are	identified	in	Figure	6.12	by	red	boxes.		
	
Figure	6.12:	Techniques	and	jamming	spheres	2’52’’-	4’04’’	
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Figure	6.13:	Positioning	of	jamming	spheres	in	the	1966	version	
1966	version	of	‘Dancing	in	the	Street’	
Number	of	jamming	
sphere	
1966	
1	 2’48’’-	3’04’’	
2	 3’04’’-	3’18’’	
3	 3’18’’-	3’40’’	
4	 3’40’’-	4’04’’	
5	 4’04’’-	4’23’’	
6	 4’23’’-	4’50’’	
7	 4’50’’-	5’14’’	
8	 5’14’’-	5’28’’	
	
Both	Lesh	and	Garcia	keep	their	musical	phrases	to	one	or	two-bars	which	is	
characteristic	of	the	Dead.	However,	as	would	have	been	expected	given	the	time	of	
this	performance,	the	song	contained	less	exchange	of	these	short	ideas	between	
band	members.	This	would	become	more	noticeable	over	the	next	year,	and	was	
shown	in	Chapter	3’s	analysis	of	‘Caution’s’	second	jam.			
	
6.2.5:	Discussion	
The	Deadification	of	‘Dancing	in	the	Street’,	even	at	this	early	stage	in	the	band’s	
evolution,	shows	many	of	the	principal	characteristics	of	the	Dead’s	sound	within	the	
song,	see	Figure	6.14,	which	fundamentally	shifts	its	sound	from	Motown	towards	a	
more	psychedelic	vision,	creating	a	new	soundscape	for	the	song	to	exist	within.	
These	are	all	features	that	have	been	previously	observed	in	the	analysis	of	‘Big	Boss	
Man’	and	‘Caution’	(see	Chapters	2	and	3),	and	proves	that	they	are	not	just	isolated	
idiosyncrasies,	but	persisting	characteristic	features	repeatedly	observed	in	
performances	of	the	band	at	this	point	in	history,	and	within	their	later	playing.	
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Figure	6.14:	Summary	of	changes	made	during	the	Deadification	process	of	‘Dancing	
in	the	Street’	
	 Changes	made	in	the	Deadification	process	
	
1	 Changes	to	the	songs	vocal	elisions	and	placing	
2	 Different	instrumentation	
3	 Alteration	of	the	songs	structure	to	include	repeats	of	the	verse	and	chorus	
sections	and	the	addition	of	an	improvisational	jam	
4	 Introduction	of	jamming	spheres	
5	 Use	of	a	major/minor	pentatonic	scale	
6	 Sharing	of	motifs	during	improvisation	
7	 Use	of	triplets	
8	 Use	of	chromatic	runs	
9	 Use	of	scalic	runs	
10	 Use	of	short	phrases	
11	 Avoidance	of	starting	or	ending	phrases	on	the	tonic	
12	 The	bass	guitars	tendency	to	use	the	1st	and	2nd	inversion	
13	 The	bass	guitars	tendency	to	act	as	a	second	melody	line	
	
The	song	contained	several	changes	within	the	layer	1	structure	in	the	addition	of	
section	repeats,	adjustments	to	the	vocals	themselves	as	well	as	their	positioning	the	
chord	substations	between	major	and	minor	chords,	and	the	removal	of	the	seventh	
chords	present	in	the	original.	All	of	the	band	members	participated	in	making	
changes	within	the	layer	2	structure	of	the	song,	although	Lesh	stands	out	as	being	
the	forerunner	in	this	area	with	his	inclusions	of	chromatics,	rhythmic	alterations,	
different	chord	inversions	etc.	Activity	was	present	in	layer	3,	although	the	jam	was	
not	large-scale.	As	the	improvisation	involved	mainly	one	chord,	with	a	major/minor	
pentatonic/	Mixolydian	mode	used,	it	fits	into	Malvinni’s	theory	of	type	1	
improvisation	(Malvinni,	2013).	As	the	song	was	not	incorporated	into	a	song	cycle,	
layer	4	was	not	involved.				
	
The	next	stage	for	the	analysis	of	this	Deadification	process	is	to	examine	how	the	
Grateful	Dead	changed	their	own	version	of	the	song	over	time,	as	they	gradually	
developed	and	refined	their	own	sound,	incorporating	other	musical	ideas	and	
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techniques	as	well	as	the	addition	and	change	of	band	members.	This	concept	of	the	
Dead	continually	evolving	from	blues	to	psychedelia	and	then	country	is	key	to	this	
next	stage	of	analysis	as	features	from	these	styles	will	be	reflected	within	the	
changes	made	to	the	piece.	In	my	subsequent	discussion,	this	song	will	be	analyzed	
by	considering	four	main	themes:	
	
(1)	Structural	and	harmonic	changes	made	to	the	song.	
(2)	How	the	Dead	established	the	groove	with	an	increasing	amount	of	poly-
instrumental	improvisation.	
(3)	How	the	Dead’s	developing	improvisational	approach	affected	their	jamming.	
(4)	What	effect	the	change	of	keyboard	player	(McKernan,	Constantine,	Godchaux)	
had	on	the	development	of	the	Deadification	process.	
	
6.3	Structural	and	Harmonic	changes	within	the	Dead’s	version	of	‘Dancing	in	the	
Street’	1967-1971:	
Throughout	the	years	1967-1971	the	Grateful	Dead	made	many	changes	to	their	
concert	set	lists	and	the	placing	of	individual	songs	within	it.	The	location	of	a	song	
within	the	concert	could	have	an	effect	on	how	they	would	present	the	song,	i.e.	the	
length,	amount	of	improvisation	and	potentially	the	structure	itself,	and	
consequently	the	layer	1	and	2	structure.	Many	new	songs,	both	originals	and	cover	
versions,	would	be	added	to	their	sets	over	this	time	period,	with	more	
improvisational	showcases	developing	from	them.		
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6.3.1:	1967	structural	and	harmonic	changes	
The	3/18/67	version	of	‘Dancing	in	the	Street’	was	performed	at	the	Winterland	
arena,	a	favorite	venue	for	the	Dead,	and	one	at	which	the	sound	recordings	
produced	were	typically	of	high	quality.	By	this	point	their	concerts	had	notably	been	
split	into	two	distinct	sets	which	still	consisted	of	a	large	number	of	cover	songs,	with	
a	greater	proportion	of	improvisation	taking	place	within	the	second	set,	and	within	
the	cover	songs.	‘Dancing	in	the	Street’	was	placed	as	the	last	song	of	the	first	set	
lasting	just	over	ten	minutes,	see	Figure	6.15.	The	performer	lineup	for	the	concert	
was	the	same	as	in	the	1966	version	featuring	Garcia,	Kreutzmann,	Lesh,	McKernan	
and	Weir.	
	
Figure	6.15:	Winterland,	San	Francisco	3/18/67	
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Me	and	My	Uncle	 C	 X	 2.54	 	 	
	
	
	
	
Set	1	
Next	Time	You	See	Me	 C	 X	 3.49	 	
He	Was	a	Friend	of	Mine	 C	 X	 4.42	 	
Smokestack	Lightning	 C	 X	 8.54	 Extended	
Jam	
Morning	Dew	 C	 X	 5.15	 	
In	Hurts	Me	Too	 C	 X	 3.52	 	
Beat	it	on	Down	the	Line	 C	 X	 2.22	 	
	
Dancing	in	the	Street	 C	 X	 10.09	 Extended	
Jam	
Golden	Road	to	Unlimited	
Devotion	
O	 X	 1.57	 	 	
	
	
	
Set	2	
Cream	Puff	War	 O	 X	 6.19	 	
The	Same	Thing	 C	 X	 12.10	 Extended	
Jam	
Cold	Rain	and	Snow	 C	 X	 3.41	 	
Viola	Lee	Blues	 C	 X	 13.58	 Y	
Death	Don’t	Have	No	
Mercy	
C	 X	 6.19	 	
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This	version	was	similar	in	its	structural	makeup	to	the	1966	version	but	without	the	
repeat	of	verse	and	chorus	1,	and	therefore	an	alteration	to	the	layer	1	structure	of	
the	song.	This	could	have	been	necessitated	by	the	jam’s	extension	to	7’36’’	and	
there	being	no	need	to	extend	time	in	the	song	just	through	the	repetition	of	
sections,	see	Figure	6.16.	This	was	a	considerable	increase	in	the	length	of	the	
improvisation	and	extension	to	the	layer	3	structure,	and	may	well	represent	the	
Dead’s	growing	confidence	in	their	extended	jamming	and	the	importance	that	it	
had	within	their	music.	Other	than	the	increase	in	improvisation,	the	overall	timbre	
of	the	song’s	presentation	did	not	change	greatly	from	1966,	remaining	within	the	
texture	of	the	blues.	It	is	of	importance	to	note	that	although	the	Dead	have	
assimilated	many	different	musical	stylistic	traits,	Motown	was	not	essentially	one	of	
them.	They	both	shared	important	influences	from	the	blues	and	gospel	music,	but	
with	many	of	Motown’s	specific	features	centered	around	select	production	styles	
and	performance	aesthetics,	which	were	most	certainly	not	attempted	by	the	
Grateful	Dead;	smooth,	perfectly	timed	group	harmonies	and	synchronized	dance	
routines	did	not	feature	in	the	Dead’s	version	at	this	or	any	time,	and	in	most	of	
these	recordings	the	harmonies	were	slightly	off	pitch,	varied	in	timing	and	lyrical	
content.	
		
Figure	6.16:	Grateful	Dead	version	of	‘Dancing	in	the	Street’	3/18/67	
	
0.00					0.04								0.28											1.04								1.27											2.01						9.37										10.16						11.10	
|----------|----------|------------|----------|------------|--------|------------|----------|	
		Intro							Verse	1		Chorus	1		Verse	2		Chorus	2		Jam	1			Chorus	3			Outro	
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The	vocals	for	this	1967	representation	of	the	song	importantly	reinstated	the	
elisions	that	were	present	in	the	original	version	but	absent	from	the	Dead’s	1966	
reworking.	Whether	this	adjustment	to	the	layer	1	structure,	harking	back	to	the	
song’s	origins,	was	a	deliberate	choice	and	that	the	band	had	decided	it	sounded	
better	when	they	were	in	place,	or	whether	Weir	had	simply	had	more	chance	to	
memorize	the	words	and	eliminate	earlier	lapses	in	memory	is	impossible	to	tell,	but	
the	results	do	aid	the	forward	drive	of	the	lyrics	and	pay	a	larger	tribute	to	the	song’s	
Motown	roots.	The	backing	vocals	throughout	the	track	however	are	still	as	off-pitch	
as	observed	in	the	1966	version,	and	still	to	an	extent	grate	on	the	listener’s	ears,	a	
far	cry	from	the	sleekness	of	backing	vocals	found	within	Motown.	I	do	feel	that	the	
roughness	and	playfulness	act	as	a	rather	quaint	reminder	of	the	primal	Dead	sound,	
and	the	risks	their	improvisational	approach	would	take	to	achieve	a	‘musical	
Nirvana’.	In	many	ways,	the	small	imperfections	within	the	performance	become	
characteristic	and	lovable	features	that	add	authenticity	and	personality	to	the	
music.	
	
As	expected,	and	previously	observed	within	their	music,	although	similar	to	their	
1966	version	of	the	song,	the	Dead	continually	make	small	changes	within	the	song’s	
layer	2	structure.	These	changes	were	principally	found	within	Garcia	and	Lesh’s	
lines	due	to	the	groove	being	maintained	by	Weir,	McKernan	and	Kreutzmann.	
However,	despite	supporting	the	groove,	Weir	did	continually	make	adjustments	to	
his	strumming	patterns,	and	Garcia	reverted	to	shadowing	Weir’s	rhythm.		
	
	
	 431	
6.3.2:	1968	structural	and	harmonic	changes	
The	balance	of	the	concert	set	list	shifted	in	1968	from	the	large	number	of	covers	
previously	encountered	towards	a	greater	proportion	of	the	Dead’s	own	material,	
with	the	longest	jams	presented	within	the	latter.	Song	morphing	(a	layer	4	
structural	characteristic)	was	now	being	introduced	to	their	concerts,	with	this	1968	
set	now	including	the	use	of	the	notable	song	cycle:	‘Cryptical	Envelopment’	>	‘The	
Other	One’	>	‘Cryptical	Envelopment’	>	‘Dark	Star’	>	‘China	Cat	Sunflower’	>	‘The	
Eleven’	>	‘Turn	on	your	Lovelight’,	and	the	shorter	cycle	of	‘Borne	Cross	Eyed’	>	
‘Spanish	Jam’	>	‘Death	Hath	No	Mercy’	>	‘Turn	on	Your	Lovelight’,	see	Figure	6.17.	By	
this	point	the	Dead’s	song	cycles	included	both	the	linking	of	several	different	songs	
together	as	shown	here,	along	with	placing	one	song	within	another,	which	is	also	
seen	at	the	start	of	the	first	cycle	where	‘The	Other	One’	is	slotted	into	‘Cryptical	
Envelopment’.	This	morphing	technique	stemmed	from	their	psychedelic	influences,	
with	the	blurring	of	boundaries	and	structure	between	the	songs	relating	to	the	
effects	of	LSD	usage	as	discussed	in	detail	in	Chapter	4.	This	was	a	very	important	
introduction	to	their	set	lists	structure,	as	it	acted	as	a	good	indication	as	to	the	
presence	of	the	psychedelic,	and	to	the	band	entering	their	more	experimental	and	
improvisational	era.				
	
‘Dancing	in	the	Street’	was	presented	here	as	the	final	song	of	the	concert,	and	now	
featured	both	of	the	Dead’s	drummers,	making	the	new	lineup	of	Garcia,	Hart,	
Kreutzmann,	Lesh,	McKernan	and	Weir.	The	song’s	basic	structure	remained	the	
same	as	that	presented	in	the	1967	version	with	the	jam	lasting	slightly	less	time	at	
five	minutes,	see	Figure	6.18.	
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Figure	6.17:	Carousel	Ballroom,	San	Francisco	3/30/68	
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Morning	Dew	 C	 X	 5.04	 	 	
	
	
	
Set	1	
Cryptical	Envelopment	>	 O	 Y	 1.49	 	
The	Other	One	>	 O	 Y	 3.34	 	
Cryptical	Envelopment	>	 O	 Y	 4.49	 	
Dark	Star	>	 O	 Y	 9,04	 Y	
China	Cat	Sunflower	>	 O	 Y	 3.33	 	
The	Eleven	>	 C	 Y	 11.18	 Y	
Turn	on	Your	Lovelight	 C	 Y	 12.30	 Y	
Born	Cross-Eyed	>	 O	 Y	 2.18	 	 	
	
	
	
Set	2	
Spanish	Jam	>	 O	 Y	 9.53	 Y	
Death	Don’t	Have	No	
Mercy	>	
C	 Y	 1.49	 	
Turn	On	Your	Lovelight	 C	 Y	 6.52	 Extended	
Jam	
Beat	It	On	Down	The	Line	 C	 X	 2.30	 	
Dancing	In	The	Street	 C	 X	 8.37	 Extended	
Jam	
	
Figure	6.18:	Grateful	Dead	version	of	‘Dancing	in	the	Street’	3/30/68		
	
0.01					0.09										0.36												1.14									1.41											2.20							7.19												8.07							8.37	
|----------|-----------|-------------|-----------|------------|---------|------------|----------|	
			Intro						Verse	1				Chorus	1				Verse	2			Chorus	2			Jam	1			Chorus	3			Outro	
	
The	3/30/68	version	remained	fairly	similar	to	the	1967	version,	which	might	not	be	
surprising	given	that	they	had	only	played	it	three	times	during	1967	and	would	only	
use	it	twice	in	1968,	therefore	limiting	the	time	available	for	the	development	of	
greater	changes.	The	vocal	elisions	remained	present,	along	with	the	Band’s	
performance	traits	mentioned	for	the	1967	version,	with	the	exception	that	Lesh’s	
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bass	line	became	more	prominent	and	distinctive	within	layer	2,	as	an	independent	
melody.	
	
6.3.3:	1969	structural	and	harmonic	changes	
By	the	time	of	the	1969	version,	the	concert	as	a	whole	was	similar	to	that	of	the	
previous	year	discussed	above,	in	that	the	set	contained	a	majority	of	their	own	
songs,	and	layer	4	song	morphing	was	now	integrally	incorporated	into	their	sets.	
This	concert	featured	a	song	cycle	containing	‘Cryptical	Envelopment’	as	seen	in	the	
1968	version,	but	ended	it	with	different	songs,	‘Cryptical	Envelopment’	>	‘Drums’	>	
‘The	Other	Ones’	>	‘Cryptical	Envelopment’	>	‘Cosmic	Charlie’	and	‘China	Cat	
Sunflower’	>	‘Jam’	>	‘I	Know	you	Rider’,	see	Figure	6.19.	
	
	The	concert	had	however	seen	a	change	of	personnel,	and	the	band	was	now	made	
up	of	Garcia,	Hart,	Kreutzmann,	Lesh,	McKernan,	Weir	and	Constanten.	It	was	
therefore	the	first	version	of	the	song	discussed	in	this	chapter	to	feature	Tom	(‘TC’)	
Constanten	on	the	organ	instead	of	McKernan,	who	at	this	point	had	been	sidelined	
from	keyboard	duties	due	to	his	lack	of	participation	and	interaction	within	the	more	
experimental	direction	the	band	was	taking.	Constanten,	who	at	the	time	of	playing	
with	the	Dead	was	a	member	of	the	Church	of	Scientology,	had	therefore	declined	to	
become	involved	in	the	band’s	use	of	LSD.	It	was	suggested	by	members	within	the	
Dead’s	inner	circle,	that	he	did	not	really	fit	with	the	ethos	of	the	band	(McNally,	
2002	and	Jackson,	2000).	From	11/23/68	he	became	the	Dead’s	permanent	
keyboard	player,	and	McKernan	moved	to	background	percussion	along	with	vocal	
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duties.	Constanten	finally	left	the	band	on	30	January	1970	by	mutual	consent	
following	their	high-profile	drugs	bust.	
	
Figure	6.19:	Fillmore	West,	San	Francisco	12/5/69	
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Me	and	My	Uncle	 C	 X	 4.14	 	 	
	
	
	
	
Set	1	
Casey	Jones	 O	 X	 4.35	 	
Black	Peter	 O	 X	 9.17	 	
Mama	Tried	 C	 X	 2.36	 	
It	Hurts	Me	Too	 C	 X	 5.24	 	
Cumberland	Blues	 O	 X	 6.59	 	
Cryptical	Envelopment	>	 O	 Y	 2.06	 	
Drums	>	 O	 Y	 5.17	 	
The	Other	One	>	 O	 Y	 12.17	 Extended	
Jam	
Cryptical	Envelopment	>	 O	 Y	 2.01	 	
Cosmic	Charlie	 O	 Y	 6.44	 	
Dancing	in	the	Street	 C	 X	 8.54	 Extended	
Jam	
	
	
	
	
	
Set	2	
Dire	Wolf	 O	 X	 4.52	 	
China	Cat	Sunflower	>	 C	 Y	 7.28	 Extended	
Jam	
Jam	>	I	Know	You	Rider	 O	 Y	 5.00	 	
High	Time	>	 O	 X	 7.14	 	
Uncle	John’s	Band	Jam	 O	 X	 0.49	 Taster	
The	Main	Ten	>	 C	 Y	 2.39	 Named	
jam	
It’s	All	Over	Now	Baby	
Blue	
C	 Y	 11.30	 Y	
	
It	is	important	to	note	from	the	set	list	that	this	show	is	a	mix	of	psychedelic	
extended	jamming	and	the	introduction	of	the	more	‘country	Dead’	sound	discussed	
in	Chapter	5.	It	contained	three	song	cycles,	the	first	again	featuring	‘Cryptical	
Envelopment’	and	‘The	Other	Ones’,	‘Cryptical	Envelopment’	>	‘Drums’	>	‘The	Other	
Ones’	>	‘Cryptical	Envelopment’	>	‘Cosmic	Charley’.	The	second	consisted	of	the	
popular	‘China	Cat	Sunflower’	>	‘Jam’	>	‘I	Know	You	Rider’,	and	the	third	showcased	
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the	less	performed	‘High	Time’	>	‘Uncle	John’s	Band	Jam’	>	‘The	Main	Ten’	>	‘It’s	All	
Over	Now	Baby	Blue’.	It	also	aired	several	songs	from	the	yet	to	be	released	album	
Workingman’s	Dead	album,	including	‘Casey	Jones’,	‘Black	Peter’,	‘Cumberland	
Blues’,	‘High	Time’,	‘Dire	Wolf’	and	a	jam	based	around	the	theme	of	‘Uncle	John’s	
Band’,	which	was	included	in	one	of	the	song	cycles,	showing	that	they	did	tease	the	
listener	by	including	indications	of	songs	within	cycles	that	they	did	not	always	move	
into	performing	in	full.	Most	of	these	were	performed	in	the	first	half	of	the	show	
along	with	other	country-influenced	cover	songs	such	as	‘Mamma	Tried’	and	‘Me	
and	My	Uncle’,	before	the	mood	changed	and	gave	way	to	the	more	improvisational	
song	cycles.	
	
Structurally	the	1969	version	of	‘Dancing	in	the	Street’	does	not	change	substantially	
from	the	1968	one,	see	Figure	6.20.	The	elisions	are	kept	in	place	and	it	is	interesting	
to	note	that	the	jam	has	reduced	to	four	and	a	half	minutes,	showing	minimal	
change	to	the	layer	1	structure,	and	slightly	more	change	to	layer	3	structures.	
		
Figure	6.20:	Grateful	Dead	version	of	‘Dancing	in	the	Street’	12/5/69	
	
0.00			0.27					0.56											1.40								2.11													3.04							7.23										8.08																					8.53	
|--------|---------|------------|----------|-------------|---------|------------|-------------------|	
		Intro			Verse	1	Chorus	1		Verse	2			Chorus	2					Jam	1			Chorus	3			Ad	lib	C	outro	
	
During	the	verse	and	chorus	sections	for	the	1969	version,	Constanten’s	keyboard	
lines	are	far	more	active	within	the	layer	2	of	the	performance	and	are	far	more	
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developed	and	continuous	than	with	McKernan’s	playing.	This	will	be	discussed	later,	
along	with	Constanten’s	contribution	to	the	development	of	the	song’s	groove.	
	
6.3.4:	1970	structural	and	harmonic	changes	
1970	proved	to	be	the	year	in	which	the	Grateful	Dead	chose	to	make	more	use	of	
‘Dancing	in	the	Street’,	performing	it	25	times.	This	allowed	for	the	track	to	fully	
mature	and	to	smooth	out	inconsistencies	such	as	those	seen	previously	with	Weir’s	
lyrics.	This	year	also	saw	a	change	in	the	Dead’s	lineup,	as	several	months	before	the	
4/15/70	recording	used	in	this	analysis,	Constanten	left	the	band	(1/30/70),	leaving	
the	lineup	of	Garcia,	Hart,	Kreutzmann,	Lesh,	McKernan	and	Weir.	This	threw	
McKernan	back	onto	keyboard	duties,	and	consequently	the	1970s	saw	a	massive	
reduction	in	this	part,	and	an	increase	in	the	complexity	of	and	emphasis	on	the	
guitar	parts.	This	had	the	effect	of	making	the	song	sound	more	guitar	driven,	and	
fell	more	in	line	with	the	Dead’s	newfound	‘Country	Dead’/Bakersfield	sound.	It	is	
possible	that	McKernan’s	role	was	deliberately	reduced	to	allow	for	this	
match/development	in	their	sound.	
	
The	4/15/70	version	contained	a	more	active	layer	4	structure	with	three	popular	
song	cycles	present	in	the	concert’s	set	list,	‘China	Cat	Sunflower’	>	‘I	Know	You	
Rider’,	‘Cryptical	Envelopment’	>	‘Drums’	>	‘Jam’	>	‘The	Other	One’	>	‘Cryptical	
Envelopment’	>	‘Dire	Wolf’	and	‘Turn	on	Your	Lovelight’	>	‘Not	Fade	Away’	>	‘Turn	
on	Your	Lovelight’,	see	Figure	6.21.	The	set	list	also	featured	three	songs	from	
Workingman’s	Dead,	which	was	finally	released	as	an	album	two	months	later,	as	
well	as	one	song	from	American	Beauty,	‘Candyman’.	
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Figure	6.21:	Winterland,	San	Francisco	4/15/70	
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Cold	Rain	and	Snow	 C	 X	 6.05	 	
China	Cat	Sunflower>	 O	 Y	 6.03	 	
I	Know	You	Rider	 C	 Y	 4.33	 	
Mama	Tried	 C	 X	 3.08	 	
It’s	a	Man’s	Man’s	Man’s	
World	
C	 X	 8.31	 	
Candyman	 O	 X	 5.31	 	
Hard	to	Handle	 C	 X	 4.05	 	
Cumberland	Blues	 O	 X	 5.43	 	
Cryptical	Envelopment	>	 O	 Y	 2.08	 	
Drums	>	 O	 Y	 4.15	 	
Jam	>	 O	 Y	 5.59	 	
The	Other	One	>	 O	 Y	 8.37	 Y	
Cryptical	Envelopment	>	 O	 Y	 3.17	 	
Dire	Wolf	 O	 Y	 4.44	 	
Dancing	in	the	Street	 C	 X	 11.27	 Y	
Turn	on	Your	Lovelight	>	 C	 X	 12.10	 Y	
Not	Fade	Away	>	 C	 X	 2.16	 	
Turn	on	Your	Lovelight	 C	 X	 7.45	 Y	
	
The	overall	structure	of	the	song	had	now	reached	a	standard	with	the	only	real	
change	being	the	length	of	the	jam,	see	Figure	6.22,	which	was	almost	eight	minutes	
long	and	was	constructed	of	14	jamming	spheres.	The	main	significant	change	within	
the	layer	1	structure	was	that	all	the	backing	vocals	were	removed,	leaving	Weir	as	
the	song’s	solo	voice,	again	fitting	in	more	with	a	‘Country	Dead’	based	sound.	
	
Figure	6.22:	Grateful	Dead	version	of	‘Dancing	in	the	Street’	4/15/70	
	
0.00	0.08								0.35												1.17								1.44												2.26						10.17													11.07			11.24	
|-------|----------|-------------|----------|-------------|---------|-----------------|-------|	
	Intro			Verse	1			Chorus	1			Verse	2			Chorus	2				Jam	1			Repeat	of	C1		Outro	
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6.3.5:	1971	structural	and	harmonic	changes	
‘Dancing	in	the	Street’	had	one	solitary	performance	in	1971	and	this	was	at	the	
Dead’s	New	Year’s	Eve	show	at	the	Winterland	Arena.	By	this	time	Keith	Godchaux	
had	joined	the	band	on	the	keyboards,	meaning	that	McKernan	was	sidelined	for	a	
second	time,	and	Hart	had	temporary	left	the	band	to	deal	with	personal	issues,	
taking	the	Dead	back	to	one	drummer.	Keith	Godchaux	had	been	introduced	to	
Garcia	by	his	wife	Donna	(who	also	joined	the	band	later	as	a	vocalist)	after	one	of	
Garcia’s	solo	concerts	in	August	1971.	Throughout	the	1960s,	Godchaux	had	been	
the	resident	pianist	at	a	club	in	Walnut	Creek,	a	suburb	in	San	Francisco,	and	his	
background	had	been	in	Dixieland	and	big	band	jazz.	
	
The	band’s	set	list	had	evolved	further	from	1970,	and	included	‘Casey	Jones’	from	
Workingman’s	Dead,	as	well	as	‘Truckin’’	and	‘Sugar	Magnolia’	from	American	
Beauty.	This	New	Year’s	set	also	contained	several	newer	Dead	classics	that	had	not	
yet	been	released	on	an	album,	‘Jack	Straw’	(released	on	Europe	72	in	11/5/72),	
‘Tennessee	Jed’	(released	on	Europe	72),	‘Loser’	(released	on	Dead	Set	1980),	‘One	
More	Saturday	Night’	(released	on	Europe	72)	and	‘Ramble	on	Rose’	(released	on	
Europe	72).	
	
Although	there	were	three	song	cycles	present	in	layer	4,	‘China	Cat	Sunflower’	>	‘I	
Know	You	Rider’	was	already	well	established,	while	‘El	Paso’	>	‘Chinatown	shuffle’	
was	not	a	regular	or	particularly	well	known	as	a	song	cycle.	‘Not	Fade	Away’	>	
‘Going	Down	the	Road	Feeling	Bad’	>	‘Not	Fade	Away’	>	‘Casey	Jones’	was	reused	
and	a	remained	a	fairly	popular	sequence,	see	Figure	6.23.		
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The	concert	as	a	whole	featured	29	songs	and	contained	fewer	improvisational	
showcases	than	previously	seen,	with	only	‘Dancing	in	the	Street’	and	‘Truckin’’	
holding	out	at	over	9	and	10	minutes	in	length	respectively.	This	was	most	likely	due	
to	the	date	of	the	concert	of	New	Year’s	Eve,	and	the	band	wanting	to	provide	fans	
with	as	many	of	their	popular	songs	as	possible	to	mark	the	party-based	occasion.	
The	New	Year’s	Eve	show	became	a	regular	feature	for	the	Dead	over	the	years,	and	
even	permeated	into	jamband	culture	becoming	an	established	seasonal	event	with	
such	bands	as	The	Disco	Biscuits,	String	Cheese	Incident	and	Phish	as	well.	Whether	
performing	as	‘Dead	and	Company’	with	Weir,	Kreutzmann	and	Hart	or	‘Phil	Lesh	
and	Friends’	or	‘The	Terrapin	Family	Band’	with	Lesh,	these	New	Year	Shows	are	still	
performed	by	the	Dead’s	members,	with	the	latest	on	12/31/18.		
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Figure	6.23:	Winterland,	San	Francisco	12/31/71	
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Dancing	in	the	Street	 C	 X	 9.24	 Extended	
Jam	
Mister	Charlie	 O	 X	 3.54	 	
Brown	Eyed	Woman	 O	 X	 4.42	 	
Beat	it	on	Down	the	Line	 C	 X	 3.11	 	
You	Win	Again	 C	 X	 3.57	 	
Jack	Straw	 O	 X	 4.39	 	
Sugaree	 O	 X	 7.09	 	
El	Paso	>	 C	 Y	 4.08	 	
Chinatown	Shuffle	 O	 Y	 3.52	 	
Tennssee	Jed	 O	 X	 6.49	 	
Mexicali	Blues	 C	 Y	 3.15	 	
China	Cat	Sunflower	>	 O	 Y	 5.24	 	
I	Know	You	Rider	 C	 Y	 4.30	 	
Next	Time	You	See	Me	 C	 Y	 4.40	 	
Playing	in	the	Band	 O	 X	 6.38	 	
Looser	 O	 X	 6.30	 	
One	More	Saturday	Night	 O	 X	 4.58	 	
Truckin’	 O	 X	 10.38	 Y	
Drums	 O	 X	 2.54	 	
The	Other	One	 O	 X	 5.42	 	
Me	and	My	Uncle	 C	 X	 3.02	 	
Big	River	 C	 X	 3.41	 	
The	Same	Thing	 C	 X	 7.28	 	
Ramble	on	Rose	 O	 X	 5.55	 	
Sugar	Magnolia	 O	 X	 6.43	 	
Not	Fade	Away	>	 C	 Y	 5.49	 	
Going	Down	the	Road	
Feeling	Bad	>	
C	 Y	 6.44	 	
Not	Fade	Away	>	 C	 Y	 6.44	 	
Casey	Jones	 O	 Y	 6.24	 	
	
Structurally	the	12/31/71	version	was	different	from	the	previous	versions	in	that	it	
contained	a	change	within	the	layer	1	structure,	where	the	second	verse	was	
removed	and	the	second	chorus	moved	to	after	the	jam,	see	Figure	6.24.	The	jam	
itself	was	only	five	minutes	long	but	contained	ten	jamming	spheres,	this	time	
returning	to	earlier	practice	with	their	time	averaging	between	15	and	30	seconds	
each.	
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Figure	6.24:	Grateful	Dead	version	of	‘Dancing	in	the	Street’	12/31/71	
	
0.00	0.22								1.00											2.00						7.10												8.02																																																9.04	
|-------|----------|------------|---------|-------------|-------------------------------------|	
		Intro		Verse	1		Chorus	1			Jam	1				Chorus	2				Improvised	lyrics	and	outro	
	
Harmonically	the	1971	version	does	not	contain	any	major	differences	from	the	
previous	versions.	The	A	–	G	alternation	for	the	intro	and	jam	is	retained,	although	as	
in	the	1970s	version,	the	newer	fret	positioning	for	the	chords	is	kept	along	with	the	
chord	adjustments.		
	
In	the	verse	section,	Weir	repeatedly	inserts	a	G	into	his	rhythm	section’s	A	pattern,	
providing	more	variation	than	with	the	A	major	chord	alone	in	an	extended	one	
chord	centered	section.	Importantly	in	this	version	Godchaux	does	not	use	the	
original	song’s	main	motif,	and	instead	adds	his	own	fills.	This	was	quite	a	
considerable	change	to	the	layer	1	and	2	structure	of	the	song,	and	could	have	
potentially	caused	the	song	to	lose	contact	with	its	identity,	but	the	Dead	avoided	
this	by	shortening	the	introduction,	which	provided	two	solutions	to	the	potential	
problem	by	establishing	the	groove	quickly	and	this	caused	the	vocals	to	begin	more	
quickly,	thus	restoring	the	familiar.		
	
Lesh’s	bass	line	during	the	verse	and	chorus	sections	still	makes	continual	returns	to	
the	chord’s	root	notes,	and	therefore	contributes	to	the	formation	of	the	groove,	but	
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in	this	version	his	line	contains	still	more	movement,	and	stands	out	as	an	
independent	second	melody	line	and	develops	the	layer	2	structure.	
The	vocals	have	returned	to	restoring	the	elisions	of	the	original	version,	even	
though	some	of	the	lyrics	have	been	adjusted	to	fit	the	event,	such	as	‘It’s	New	
Year’s	Eve,	but	I	do	believe,	there	be	dancing	in	the	street’.	Small	changes	like	this	
helped	the	Dead	maintain	their	authenticity	and	keep	their	special	connection	with	
their	fans,	despite	performing	at	increasingly	larger	venues	and	the	potential	
separation	and	alienation	that	this	could	have	produced.	There	was	also	the	
inclusion	of	a	rather	amusing	commentary	in	parts	from	the	radio	broadcasters,	
describing	the	events	on	stage,	which	in	their	own	way	contributed	to	the	nature	of	
the	event	and	vocalized	the	‘chaos’	that	could	be	found	at	Grateful	Dead	events.	
	
When	examining	the	layer	2	structure	and	the	continual	adjustments	contained	
within	it	that	the	Dead	make	within	their	playing,	it	is	helpful	to	compare	a	short	
section	of	the	1966	(McKernan),	1969	(Constantine)	and	1971	(Godchaux)	versions	
of	‘Dancing	in	the	Street’	side	by	side,	as	the	precise	manipulation	of	the	individual	
instrumental	lines	can	be	easily	seen	more	easily,	see	Figure	6.25.	For	this	five-bar	
section	at	the	start	of	the	verse,	Kreutzmann	keeps	his	line	exactly	the	same	the	
whole	time,	which	is	not	surprising	as	it	is	one	of	the	main	contributors	to	the	
groove.	It	is	also	notable	that	in	the	1969	version,	even	though	Hart’s	part	is	an	
addition,	it	remains	the	same	throughout	the	section	and	therefore	provides	further	
support	for	the	groove.	It	is	important	to	realize	that	this	is	not	always	the	case	as	
snare	rolls	and	other	small	adjustments	can	be	found	within	his	line,	typically	at	
chord	and	section	changes,	but	as	a	whole	it	remains	remarkably	unchanged.	The	
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only	change	that	stands	out	within	the	percussion	section	is	the	addition	of	Hart	
playing	in	the	1969	version,	where	the	addition	does	not	audibly	create	a	noticeable	
or	characteristic	change,	but	instead	adds	an	increased	level	of	complexity	within	the	
layer	2	structure,	producing	more	interest	in	the	feel	of	a	polyrhythm,	although	this	
was	not	actually	the	case	in	this	song.	It	did	however	provide	a	newfound	freshness	
to	the	song,	given	the	repetitive	nature	of	the	established	drum	line.		
	
Weir	kept	to	the	same	basic	rhythm	pattern	across	all	three	of	the	versions	in	the	
diagram,	with	only	the	inclusion	of	minor	variations	such	as	palm	mutes	or	the	
addition	of	bass	notes	within	his	strumming	patterns,	and	is	therefore	the	other	
major	contributor	to	the	groove.	Despite	the	changes	between	the	different	
versions,	the	strumming	patterns	do	remain	repetitive	within	the	individual	versions.	
The	keyboards	take	a	harmonically	supportive	role	contributing	to	the	groove	no	
matter	who	is	playing	the	role.	The	difference	between	the	performers	within	this	
small	section	lies	within	the	number	of	small	fills	used	around	the	main	parts.	
McKernan’s	part	is	typically	one-handed	whilst	Constanten	and	Godchaux	tend	to	
incorporate	both	left	and	right-hand	parts	that	interact	with	each	other.	As	
previously	mentioned	McKernan	sticks	to	using	the	song’s	main	riff	before	the	vocals	
enter,	whereas	Constanten	plays	an	adjustment	of	it	(given	that	he	had	made	use	of	
the	original	during	the	introduction),	and	Godchaux	chooses	just	to	just	play	a	
supporting	pattern	allowing	Garcia’s	motif	to	take	the	foreground,	which	is	good	
evidence	of	his	understanding	of	Garcia’s	playing	and	knowing	when	to	adjust	his	
own.	
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Garcia’s	role	within	the	section	shown	tends	to	be	slightly	more	varied,	but	always	
returns	to	the	same	fundamental	theme	of	supporting	Weir’s	rhythm	every	time,	
even	if	that	consists	of	three	different/adjusted	patterns.	Lesh’s	bass	guitar	once	
again	stands	out	as	the	most	continually	altered	line	within	the	song	versions,	
shifting	and	varying	at	will	and	this	is	clearly	observed	in	Figure	6.25.	One	thing	that	
stands	out	when	placing	the	bass	lines	next	to	each	other	is	the	importance	Lesh	
places	on	altering	rhythm,	and	the	growth	in	complexity	as	the	versions	move	from	
1966	to	1969	to	1971.	Walk-ups	and	walk-downs	are	included	in	all	three	compared	
versions,	but	as	the	time	progresses	these	tend	to	be	from	one	chord	inversion	to	
another.	
	
It	is	also	important	to	highlight	the	changes	within	the	vocal	pitching	between	the	
versions	of	the	lead	vocals.	Although	the	differences	are	small,	and	more	than	likely	
unintentional,	they	are	nonetheless	present	and	the	effect	is	of	making	them	appear	
smoother.	This	short	section	also	shows	the	vocal	changes	and	alteration	of	elisions	
previously	mentioned.	1966	features	‘come	alive	around	the	world’	rather	than	the	
more	common	variation	seen	in	1969	and	1971	with	‘coming	out	around	the	world’.	
1969	and	1971	introduced	‘Hey	hey’	and	‘Hey’	respectively,	with	1971	including	the	
reincorporation	of	‘are	you’	before	the	second	phrase.			
	
1966:	|																|	co-me			alive				ar-									|	-	ound			the			world	|	re-ady	for	a	brand	new	beat	|	-									|						
1969:	|Hey	hey|	co-ming	out	ar-ound	-	|	-		the			world													|	re-ady	for	a	brand	new	beat	|	-									|	
1971:	|							Hey	|	co-ming	out	ar-ound	-	|	-	the	world	are	you	|	re-ady	for	a	brand	new	beat	|	-									|		
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Figure	6.25:	Comparison	of	layer	2	changes	within	‘Dancing	in	the	Street’	1966-1969-1971	
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6.4	How	the	Dead	established	the	groove	with	an	increasing	amount	of	poly-
instrumental	improvisation:	
Having	accepted	the	definition	of	groove	proposed	by	Spicer	and	Hughes	discussed	
earlier	in	this	chapter	when	looking	at	how	‘Dancing	in	the	Street’	was	first	
Deadified,	it	is	essential	to	examine	how	the	Dead	now	maintain	their	version	of	the	
groove	whilst	making	continual	adjustments	within	the	song’s	layer	2	structure.	
	
6.4.1:	Groove	in	1967	and	1968	
Throughout	1967	and	1968	the	Dead	kept	the	song’s	groove	very	similar	to	their	
1966	version,	except	that	during	the	jam	where	there	was	a	gradual	movement	
towards	a	two-chord	oscillation	between	the	A	major	and	G	major	chord,	based	on	
the	principles	of	Indian	Raga	that	were	permeating	their	music	at	this	time	(see	
Chapter	3),	although	this	oscillation	was	not	the	movement	of	the	tonic	to	the	
dominant	as	would	be	expected	within	Raga,	but	instead	based	on	the	movement	of	
the	tonic	to	the	flattened	leading	note,	a	shift	that	is	more	ambiguous,	and	one	the	
Dead	became	fond	of	for	their	compositions	and	improvisations	as	discussed	in	
Chapter	4.	The	shift	can	be	found	in	several	of	their	most	popular	songs	including	
‘China	Cat	Sunflower’.	
	
During	the	verse	and	chorus	sections,	the	song’s	groove	was	established	by	
Kreutzmann’s	drum	pattern	along	with	Garcia	and	Weir’s	rhythm	guitar	lines.	
Additional	contributions	were	provided	by	Lesh	and	McKernan,	although	as	
previously	mentioned,	their	lines	dipped	into	and	out	of	the	groove	and	therefore	
their	interactions	could	not	be	considered	as	an	integral	part	of	its	establishment,	
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only	as	a	contribution	to	it.	During	the	lengthy	jam	section	Lesh	and	Garcia	were	the	
main	providers	of	the	two	main	melody	lines,	with	some	shorter,	more	limited	
contributions	from	McKernan.	This	left	the	groove	to	be	maintained	by	Kreutzmann	
and	Weir.	
	
6.4.2:	Groove	in	1969	
By	1969,	the	length	of	the	song’s	introduction	had	been	extended	from	the	five	bars	
seen	in	the	1966	analysis	to	thirteen	bars.	The	band	used	this	lengthening	of	the	
introduction	to	ensure	that	the	song’s	groove	had	been	fully	established	before	the	
vocals	actually	started.	The	addition	of	Hart	as	a	second	drummer	did	not	change	the	
basics	of	the	drums’	contribution	to	the	groove	as	Kreutzmann	did	not	change	his	
part,	and	Hart	layered	his	new	line	over	the	top	instead.	This	allowed	for	a	greater	
level	of	complexity	to	be	added	within	the	drums,	along	with	the	suggestion	of	
polyrhythms	and	effectively	it	acted	more	like	a	percussion	section	in	a	classical	
orchestra	than	that	of	a	rock	drum	part,	and	it	served	as	another	reinforcing	factor	
to	the	groove,	see	Figure	6.26.		
	
The	oscillation	between	the	A	major	and	G	major	chords	in	the	verse	and	jam	
sections	was	kept	in	place,	but	in	this	version,	the	change	was	now	sometimes	
shifted	to	halfway	through	a	bar,	and	it	was	rarely	presented	the	same	way	twice,	
which	would	suggest	that	it	was	not	planned,	but	was	instead	implemented	on	the	
basis	of	how	it	felt.	The	implementation	and	freeness	of	these	chord	changes	show	
that	the	Dead	would	start	their	individual	phrases	whenever	they	wanted	to,	or	
where	they	felt	that	the	first	beat	of	the	bar	lay,	even	if	the	other	band	members	
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were	only	on	the	second	or	third	beat,	creating	a	staggered/flowing	feel	where	starts	
and	ends	are	difficult	to	predict,	which	is	ultimately	inevitable	when	poly-
instrumental	jamming	is	present.	This	theory	is	reinforced	by	an	opinion	that	Lesh	
expressed	in	an	interview	with	Elliot	Carter	in	2007,	where	he	stated	that	‘the	down	
beat	is	always	where	it	is	for	you’	and	that	different	band	members	were	free	to	
start	their	patterns	on	whatever	beat	of	the	bar	they	wanted	to	(Cahill,	2007).	This	
practice	has	the	effect	of	producing	a	staggered	entrance	to	the	band	members’	
lines	if	they	all	chose	to	follow	this	approach,	shifting	emphasis	from	the	first	beat	of	
the	bar	to	where	phrases	start	and	end.	Typically,	only	a	couple	of	players	at	a	time	
would	adjust	where	the	beat	was	for	them,	most	often	within	improvisations,	
leaving	the	overall	position	stable.		
	
Garcia,	Weir	and	Kreutzmann	established	the	groove	within	the	first	few	bars	by	
reinstating	their	now	familiar	lines,	made	recognizable	from	previous	performances	
of	the	song.	Lesh’s	bass	line	still	made	frequent	returns	to	the	root	notes	of	the	
chords	to	aid	in	the	establishment	of	the	groove	and	anchoring	the	harmonic	
progression,	but	also	introduced	more	movement	within	his	melodies,	containing	
more	frequent	use	of	the	first	and	second	inversion	and	walk	up	and	downs	to	them,	
which	on	occasion	pre-empt	the	beat	which	has	been	observed	in	previous	chapters.	
Constanten	entered	in	bar	4	of	the	introduction	with	the	song’s	main	riff,	as	
McKernan	did,	but	included	additional	left-hand	sustained	notes	and	new	melodic	
fills,	not	returning	to	the	original	version’s	main	riff	as	the	band	had	done	before,	see	
Figure	6.27.	Importantly	Weir	started	the	vocals	this	time	with	a	form	of	an	elision,	
but	on	his	own	additional	words	of	‘Hey,	hey’,	he	again	shortened	some	of	the	
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phrases	(as	in	the	1966	version),	and	accidently	removed	some	of	the	vocal’s	
elisions.		
	
Figure	6.26:	The	introductions	establishment	of	groove	in	12/5/69	
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Throughout	the	opening	of	the	first	verse,	see	Figure	6.29,	Constanten	made	use	of	
two	main	performance	features,	harmonic/rhythmic	support	of	the	groove	where	he	
played	a	combination	of	left	and	right-hand	chords	and	phrases	where	he	added	
Constanten	
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melodic	interest	through	the	introduction	of	short	fills	such	as	scalic	runs.	This	was	a	
distinctive	departure	from	the	mainly	right-handed	approach	used	by	McKernan,	
which	involved	minimal	interactions.	
	
Figure	6.27:	Constanten’s	role	within	the	Groove	
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Similar	to	Lesh,	Constanten	tends	to	make	use	of	scalic	runs	from	one	chord	
inversion	to	another,	typically	prevalent	when	leading	into	vocal	phrases.		
		
6.4.3:	Groove	in	1970	and	1971	
During	1970	and	1971,	the	‘Dancing	in	the	Street’	groove	tended	to	be	established	
more	quickly,	and	in	the	12/31/71	version	within	the	first	4	bars.	This	was	achieved	
through	Kreutzmann’s	established	and	unchanging	drum	pattern,	Weir’s	guitar	
(although	now	played	in	a	different	fret	position	adjusting	the	effect	to	the	overall	
sound,	and	shifting	towards	guitar	positioning	that	would	become	typical	of	Weir),	
Constanten	
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Godchaux’s	keyboard,	which	is	the	major	new	influence	introduced	to	this	version	
and	Lesh’s	bass,	although	some	of	the	parts	have	been	adjusted	since	1969.	This	
time	Garcia	does	not	introduce	his	rhythm	to	support	the	groove	until	the	verse	
starts,	and	instead	adds	in	various	Mixolydian	based	noodles,	firmly	indicating	that	
the	piece	is	now	based	within	this	mode,	see	Figure	6.28.	This	use	of	the	Mixolydian	
mode	is	characteristic	of	their	psychedelic	approach	as	discussed	in	Chapter	4,	and	
frequently	sounds	bouncy	and	happy,	similar	in	style	to	those	used	in	the	band’s	
jams	within	‘The	Eleven’.	
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Figure	6.28	Establishing	the	New	Year’s	Eve	groove	
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The	New	Year’s	Eve	jam	still	featured	the	A	–	G	Raga	style	oscillation	observed	in	the	
previous	versions	along	with	Lesh	and	Garcia	providing	the	two	main	melody	lines.	
The	groove	is	again	held	together	by	Kreutzmann,	Weir	and	Godchaux,	but	Weir	
provides	more	adjustments	within	his	chord	patterns	and	Godchaux	spends	more	
time	than	McKernan	and	Constanten	on	developing	a	melody	line	to	contribute	to	
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the	poly-instrumental	improvisation,	which	would	come	more	into	the	forefront,	and	
become	noticeable	when	the	song	was	picked	up	again	in	1976.		
	
This	groove	timeline	shows	that	the	Dead	tackle	the	potential	problem	by	splitting	
their	instrumentation	into	three	sections:	the	groove	providers	(who	provide	a	major	
contribution	to	the	groove),	groove	and	movers	(who	flit	between	supplementing	
the	groove	and	making	improvisational	adjustments),	and	the	improvisers	(who	
provide	the	basis	of	the	poly-instrumental	improvisational	lines).	For	these	versions	
of	‘Dancing	in	the	Street’,	the	groove	needs	to	be	considered	as	two	parts,	given	the	
differences	between	the	sections,	the	verse/chorus	and	the	jam.	During	the	
verse/chorus	section	the	groove	providers	are	Kreutzmann	(Hart	when	present)	and	
Weir,	with	Garcia,	Lesh	and	McKernan/Constanten/Godchaux	as	groove	and	movers.	
During	the	jam,	the	roles	that	each	band	member	took	changed	depending	on	the	
line-up	that	was	present:	
	
Year														Groove	providers																	Groove	and	movers										Improvisers	
1966-1968		Kreutzmann,	Weir																McKernan																												Garcia,	Lesh	
1969													Kreutzman,	Hart,	Weir								Constantene																							Garcia,	Lesh		
1970													Kreutzman,	Hart,	Weir																																																						Garcia,	Lesh	
1971													Krutzmann,	Weir																		Godchaux																												Garcia,	Lesh	
	
From	this	analysis	two	features	that	remained	the	same	for	the	jam	section	across	
the	years	are	that	Kreutzmann	and	Weir	always	take	the	role	of	the	groove	
providers,	and	Garcia	and	Lesh	always	take	the	role	of	improvisers.	During	this	time	
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period	Godchaux	remained	in	the	role	of	groove	and	mover,	but	this	would	change	
as	he	performed	with	the	band	for	longer.	By	the	time	the	band	returned	to	the	song	
in	1976,	he	had	firmly	moved	into	improviser	territory,	and	Weir	was	adjusting	his	
part	enough	to	move	into	the	groove	and	mover	area.	This	change	effectively	left	
Kreutzmann	and	Hart	to	maintain	the	groove	within	the	percussion	section	of	the	
band,	whilst	the	improvisation	within	the	jam	turned	into	a	fully	poly-instrumental	
affair.	
		
6.5	How	the	Dead’s	developing	improvisational	approach	affected	their	jamming:	
Throughout	Chapters	2-5	of	this	thesis,	I	have	outlined	through	analysis	some	of	the	
Dead’s	main	influences	and	how	they	were	assimilated	into	their	playing,	and	this	
chapter	shows	how	some	of	these	features	came	to	affect	one	song	over	a	period	of	
time.	Due	to	restrictions	of	length	and	availability	of	recordings	not	all	of	the	
versions	were	analyzed;	instead	one	version	from	each	year	was	considered.	
	
	‘Dancing	in	the	Street’	started	its	life	with	the	Dead	with	its	sound	primarily	based	
within	blues	traditions,	and	then	later	evolved	to	reflect	their	Raga,	psychedelic	and	
country-based	influences,	along	with	the	band’s	developing	approach	to	structuring	
poly-instrumental	jams	in	an	attempt	to	provide	the	best	possible	experience	for	
their	audience	and	themselves.				
	
The	1966	version	of	‘Dancing	in	the	Street’	was	tonally	centered	within	the	blues,	
and	features	mainly	type	2	improvisation	within	its	layer	3	structure,	presenting	as	a	
mixture	of	the	A	major	and	minor	pentatonic	scales	over	a	non-moving	single	A	
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major	repeated	chord.	At	this	point	in	the	Dead’s	development,	the	use	of	just	one	
just	chord	for	the	improvised	section	provided	those	improvising	with	enough	scope	
to	improvise	freely	without	the	risk	of	accidental	atonal	clashes.		
	
6.5.1:	Jamming	in	1967	
One	of	the	most	noticeable	developments	between	the	1966	and	the	1967	versions	
can	be	heard	at	3’31’’	(located	at	35.57	as	the	streamed	version	did	not	have	
individual	tracks)	within	the	jam	where	Weir	breaks	from	the	continual	repetition	of	
the	A	major	chord,	and	creates	variety	through	the	addition	of	a	progression	using	
the	A7	and	A6	chords,	producing	a	descending	and	ascending	pattern	of	A7	-	A6	–	A	-	
A6,	shown	in	Figure	6.30.	Although	not	deviating	from	the	A	major	tonality,	it	is	a	
departure	from	the	repetition	previously	observed	and	it	creates	a	sense	of	a	short-
term	goal,	and	therefore	acts	to	drive	the	jam	forward,	which	along	with	the	use	of	
the	flattened	third	and	seventh	provides	a	tonal	direction	that	the	1966	version	did	
not.	It	also	reflects	developments	within	Weir’s	performance	style,	where	although	
his	playing	was	firmly	positioned	within	the	rhythm	section,	he	was	beginning	to	
adjust	the	chord	shapes	to	help	the	strumming	pattern	present	a	more	melody	
based	feel.	
	
Figure	6.29:	Alteration	to	the	jam’s	static	harmonic	through	the	use	of	the	major	6th	
and	7th.		
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This	jam	provided	more	evidence	than	the	previous	version	of	motif	transfer	
between	band	members,	in	this	case	between	Garcia	and	Lesh,	along	with	a	greater	
level	of	noodling,	more	and	faster	scalic	runs,	and	the	use	of	bent	notes	and	
microtonal	bends.	An	early	version	of	jamming	sphere	structure	could	be	found	
within	the	1966	version,	and	eight	spheres	could	be	identified,	although	at	this	early	
stage	they	were	all	very	short	and	difficult	to	clearly	define	their	parameters	and	the	
changes	from	one	to	the	next.	By	1967	the	spheres	were	still	less	developed	than	
observed	in	chapter	3,	but	more	easily	defined	than	in	1966;	with	the	jam	consisting	
of	a	massive	14	spheres,	which	were	now	becoming	longer,	averaging	at	around	30	
seconds	each,	see	Figure	6.30.	
	
Figure	6.30:	Jamming	spheres	in	1967	
1967	version	of	‘Dancing	in	the	Street’	
Number	of	jamming	
sphere	
1967	
1	 2’01’’-2’36’’	
2	 2’36’’-3’06’’	
3	 3’06’’-3’31’’	
4	 3’31’’-3’46’’	
5	 3’46’’-4’18’’	
6	 4’18’’-4’57’’	
7	 4’57’’-5’20’’	
8	 5’20’’-5’52’’	
9	 5’52’’-6’25’’	
10	 6’25’’-7’03’’	
11	 7’03’’-7’40’’	
12	 7’40’’-8’28’’	
13	 8’28’’-8’45’’	
14	 8’45’’-8’52’’	
	
McKernan’s	organ	was	set	very	far	back	in	the	mix	so	far	as	can	be	deduced	from	the	
recording,	and	he	has	changed	the	motif	used	from	the	one	in	the	1966	version,	but	
as	it	was	very	difficult	to	hear	the	part	clearly	due	to	the	recording	quality.	It	is	
possible	that	McKernan’s	more	limited	role	could	be	connected	with	his	lack	of	
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confidence	with	these	longer	improvisational	sections,	or	that	they	are	simply	not	
audible	on	the	recording	available.	
	
6.5.2:	Jamming	in	1968	
By	1968,	the	improvisation	was	beginning	to	sound	more	firmly	modal,	and	began	to	
establish	the	Mixolydian	mode	as	the	dominant	influence	rather	than	the	previously	
used	major/minor	pentatonic	based	scales,	showing	a	transition	into	their	
psychedelic	phase	and	their	exploration	of	Raga	based	two-chord	oscillations	and	
the	directional	freedom	found	within	modal	jazz	concepts.	The	addition	of	Hart	as	a	
second	drummer	did	not	change	the	basics	of	the	rhythm’s	contribution	to	the	
groove,	but	allowed	for	a	greater	level	of	complexity	to	be	added,	therefore	acting	as	
a	reinforcing	factor	to	the	groove.		
	
Weir	did	not	directly	use	the	pattern	of	A7	–	A6	–	A	–	A6	that	was	presented	in	the	
1967	version,	but	instead	he	introduced	a	more	frequent	variation	of	the	A	major	
harmony,	still	using	the	A7	and	A6	as	well	as	the	G	major	chord.	These	took	the	form	
of	quick-quaver	based	switches,	which	do	not	linger	on	the	adjusted	chord	long	and	
instead	quickly	return	to	the	A	major.	This	was	again	showing	Weir’s	attempts	to	add	
melody	influences	into	his	rhythm	playing,	creating	interest	without	directly	
interfering	with	Garcia	and	Lesh’s	improvising,	and	remaining	similar	enough	to	hold	
the	groove.	
	
The	jam’s	use	of	these	aforementioned	features	helps	create	a	greater	feel	of	modal	
sounds,	and	similarities	within	the	improvisational	approach	can	be	clearly	seen	
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when	compared	with	Chapter	3’s	analysis	of	‘Caution’.	This	version	showed	a	
development	within	the	Dead’s	use	of	jamming	spheres,	in	that	although	the	
number	of	spheres	dropped	to	seven	(not	completely	surprising	given	the	reduction	
of	the	jam’s	length),	they	were	longer,	up	to	60	seconds	in	length,	with	far	clearer	
and	more	identifiable	changes	between	them,	see	Figure	6.31.	
	
Figure	6.31:	Jamming	spheres	in	1968	
1968	version	of	‘Dancing	in	the	Street’	
Number	of	jamming	
sphere	
1968	
1	 2’20’’-3’30’’	
2	 3’30’’-4’16’’	
3	 4’16’’-5’00’’	
4	 5’00’’-5’19’’	
5	 5’19’’-5’56’’	
6	 5’56’’-6’32’’	
7	 6’32’’-7’19’’	
	
6.5.3:	Jamming	in	1969	
In	the	1969	versions	jam,	Weir	did	not	directly	return	to	the	pattern	of	A7	–	A6	–	A	–	
A6	that	he	had	presented	in	the	1967	version,	but	instead	introduced	a	more	
frequent	variation	of	the	A	major	harmony,	still	using	the	A7	and	A6	as	well	as	the	G	
major	chord,	taking	the	form	of	quick-quaver	based	switches,	which	do	not	linger	
and	quickly	return	to	the	A	major,	a	feature	already	presented	in	the	1968	version.	
This	time	the	jam	consisted	of	eight	jamming	spheres,	with	the	jam	length	
shortening	once	again,	as	with	the	1968	version,	with	the	jamming	spheres	still	
maintaining	a	length	averaging	between	30	seconds	and	one	minute	each,	see	Figure	
6.32.	
	
	
	 468	
Figure	6.32:	Jamming	spheres	in	1969	
1969	version	of	‘Dancing	in	the	Street’	
Number	of	jamming	
sphere	
1969	
1	 3’04’’-3’32’’	
2	 3’32’’-4’06’’	
3	 4’06’’-4’46’’	
4	 4’46’’-5’20’’	
5	 5’20’’-5’50’’	
6	 5’50’’-6’23’’	
7	 6’23’’-6’35’’	
8	 6’35’’-7’23’’	
	
Unlike	the	1966,	1967	and	1968	versions,	the	12/5/69	jam	was	now	distinctively	set	
in	the	A	Mixolydian	mode,	and	the	keyboards	now	featured	more	within	the	
improvisation,	although	Garcia	and	Lesh	still	stood	out	as	the	main	two	independent	
voices	within	the	jam	along	with	smaller	contributions	from	Constanten.	The	groove	
was	primarily	sustained	by	Weir,	Kreutzmann	and	Hart	with	anchoring	contributions	
from	Lesh	and	Constanten,	see	Figure	6.33.	
	
The	jam	shows	several	examples	of	contrary	motion	between	performers,	indicating	
a	development	in	the	band’s	skill	of	listening	to	each	other,	and	predicting	where	
each	other’s	melody	lines	are	likely	to	go.	The	two-chord	oscillation	is	clearly	audible	
and	maintained	by	Weir,	although	within	the	section	examined	there	were	several	
examples	where	it	shifted	when	two	bars	of	A	or	G	were	used.	This	could	have	been	
introduced	to	fit	Garcia,	Lesh	and	Constanten’s	jam	phrases,	to	introduce	an	
unpredictable	variation	within	the	groove,	or	just	the	result	of	a	miscounting	on	
Weir’s	part.	Whatever	the	cause	of	the	change,	it	did	not	greatly	affect	the	jam’s	
flow	given	its	free-flowing	format	with	Garcia	beginning	his	phrase	on	the	first	beat,	
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and	Lesh	beginning	his	on	the	second	beat	and	Constanten	having	swapped	to	
chordal	support	of	the	groove.	
	
Figure	6.33:	Poly-instrumental	melodies	within	the	jam	section	of	12/5/69	
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The	improvisational	techniques	used	within	this	version	of	the	song	match	closely	to	
those	observed	in	the	analysis	of	‘Caution’	in	chapter	3,	except	that	the	amount	of	
microtonal	bending	has	been	greatly	reduced,	see	Figure	6.34.		
	
	
	
	
	
	
	
	
	
Constanten	
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Figure	6.34:	improvisational	approaches	
	 Improvisational	techniques	used	
1	 Consists	of	eight	jamming	spheres	
2	 Use	of	the	Mixolydian	mode	
3	 Jam	based	on	a	two-chord	oscillation	
4	 Sharing	of	motifs	during	improvisation	
5	 Use	of	triplets	
6	 Use	of	chromatic	runs	
7	 Use	of	scalic	runs	
8	 Use	of	chromatic	runs	
9	 Use	of	short	phrases	
10	 Use	of	slides	from	one	note	to	another	
11	 Note	bending	
12	 Use	of	repeated	notes	
13	 Avoidance	of	starting	or	ending	phrases	on	the	tonic	
14	 The	bass	guitars	tendency	to	use	the	1st	and	2nd	inversion	chords	
15	 Bass	movement	from	the	root	to	the	2nd	inversion	and	from	the	2nd	
inversion	to	the	root	
16	 Movement	from	octave	note	to	octave	note	
17	 The	bass	guitar	is	a	secondary	melody	line	
18	 Use	of	non-chord	notes	in	influential	positions	
19	 Pre-empting	the	beat	
20	 Keyboard	continually	returns	to	chord	based	rhythms	to	support	the	
groove	and	harmonic	progression	
21	 Scalic	keyboard	noodling	
22	 Use	of	held	chords	in	both	left	and	right	hand	
23	 Use	of	4th	and	5th	dyads	
	
	
6.5.4:	Jamming	in	1970	
The	1970s	version	included	a	longer	jam	at	7.51	minutes,	with	the	Jam	starting	to	
use	a	more	complicated	rhythm	guitar	pattern	that	essentially	involves	the	use	of	a	
two-chord	oscillation	as	seen	before,	but	in	this	version	Weir	shifts	the	playing	
position	of	the	A	(I)		–	G	(♭VII)	to	the	9th/10th	fret,	and	places	a	greater	emphasis	on	
the	newly	introduced	pattern	of	A	(I)	–	D	(IV),	which	creates	a	substantially	different	
overall	effect	to	the	sound.	This	pattern	was	introduced	during	the	chorus	sections	
and	at	the	start	of	the	jam	with	the	progression	|	A	(I)	|	–	|	G	(♭VII)	|	–	|	D	(IV)	A	(I)	|	
which	then	in	places	returns	to	the	A	–	G	seen	previously,	but	Weir	keeps	returning	
to	versions	of	this	throughout,	typically	revolving	around	the	D	(IV)	>	A	(I)	shift,	
varying	the	additional	chords.	This	introduction	of	slightly	more	complex	harmonic	
progressions	was	probably	due	to	the	band’s	explorations	into	country	music	at	this	
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time,	with	the	Dead	having	performed	much	material	from	Workingman’s	Dead	live	
already,	and	a	greater	development	within	Weir’s	playing.	
	
The	jam	was	firmly	centered	in	the	tonality	of	A	Mixolydian,	formed	over	the	
oscillating	patterns	described	above.	Tonally,	the	jam	was	quite	reminiscent	of	the	
sound	of	the	jams	seen	in	‘The	Eleven’	a	year	earlier.	The	jam	was	longer	in	length	
and	showed	an	increase	in	the	number	of	jamming	spheres	as	would	have	been	
expected,	see	Figure	6.35.	
		
Figure	6.35:	Jamming	spheres	in	1970	
1970	version	of	‘Dancing	in	the	Street’	
Number	of	jamming	
sphere	
1970	
1	 2’26’’-2’57’’	
2	 2’57’’-3’29’’	
3	 3’29’’-3’56’’	
4	 3’56’’-4’26’’	
5	 4’26’’-5’03’’	
6	 5’03’’-5’44’’	
7	 5’44’’-6’22’’	
8	 6’22’’-6’52’’	
9	 6’52’’-7’13’’	
10	 7’13’’-7’42’’	
11	 7’42’’-8’46’’	
12	 8’46’’-9’10’’	
13	 9’10’’-9’32’’	
14	 9’32’’-10’15’’	
	
6.5.5:	Jamming	in	1971	
The	1971	version	does	not	throw	up	any	new	playing	features	that	we	have	not	
already	been	presented	with	in	earlier	versions,	which	is	not	surprising	given	that	it	
was	the	only	time	that	year	that	it	was	performed.	The	developments	within	Weir’s	
rhythm	patterns	observed	in	the	1970	version	were	still	present,	and	the	slightly	
shorter	length	of	jam	showed	a	reduction	in	the	number	of	spheres,	see	Figure	6.36.	
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Figure	6.36:	Jamming	spheres	in	1971	
1970	version	of	‘Dancing	in	the	Street’	
Number	of	jamming	
sphere	
1970	
1	 2’00-2’14’’	
2	 2’14’’-2’30’’	
3	 2’30’’-2’54’’	
4	 2’54’’-3’30’’	
5	 3’30’’-4’00’’	
6	 4’00’’-4’50’’	
7	 4’50’’-5’20’’	
8	 5’20’’-6’00’’	
9	 6’00’’-6’50’’	
10	 6’50’’-7’10’’	
	
Garcia	and	Lesh	still	stood	out	as	contributing	as	the	two-main	poly-instrumental	
musicians,	with	Godchaux	developing	his	role	into	a	third	melodic	line,	but	only	in	
certain	sections	rather	than	continually.	Weir	added	further	shifts	and	minor	
alterations	into	his	rhythm	line,	shifting	him	slightly	more	away	from	groove	
maintenance	and	towards	a	fourth	melody	line,	see	Figure	6.37.	The	start	of	the	jam	
featured	Garcia	playing	a	multi-note	melody	line,	a	character	not	previously	
observed	in	the	versions	analyzed	within	this	chapter.	It	is	also	of	note	that	Garcia	
begins	his	phrase	in	the	opening	of	the	jam	within	the	third	beat,	where	Lesh	and	
Godchaux	start	on	the	first	beat.	
	
Godchaux’s	improvisation	within	this	section	of	the	jam	shows	advanced	listening	
abilities	and	the	skill	to	make	sympathetic	musical	additions	to	the	jam	to	avoid	
colliding	with	Garcia	and	Lesh’s	melodies	by	swapping	to	more	supportive	playing	so	
that	the	overall	sound	does	not	become	overcrowded,	but	also	adding	in	fills	and	
melodies	that	complement	and	support	the	musical	statements	already	made.	
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Figure	6.37:	Poly-instrumentalism	within	the	jam,	from	1’56’’	
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When	compared	over	time,	the	number	of	jamming	spheres	present	within	the	song	
tended	to	increase	as	the	length	of	the	jam	became	longer,	which	is	not	surprising	
given	that	longer	improvisations	would	require	more	new	ideas	and	development	to	
keep	them	interesting,	see	Figure	6.38.	
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Figure	6.38:	Comparison	of	jamming	spheres	over	time	
Grateful	Dead	versions	of	‘Dancing	in	the	Street’	
Number	of	
jamming	
spheres	
1966	 1967	 1968	 1969	 1970	 1971	
Length	of	song	
(min)	
7.16	 9.54	 8.37	 8.53	 11.24	 9.04	
Length	of	jam	
(min)	
2’40’’	 6’51’’	 4’59’’	 4’19’’	 7’49’’	 5’10’’	
1	 2.48’-304’’	 2’01’’-2’36’’	 2’20’’-3’30’’	 3’04’’-3’32’’	 2’26’’-2’57’’	 2’00-2’14’’	
2	 3’04’’-3’18’’	 2’36’’-3’06’’	 3’30’’-4’16’’	 3’32’’-4’06’’	 2’57’’-3’29’’	 2’14’’-2’30’’	
3	 3’18’’-3’40’’	 3’06’’-3’31’’	 4’16’’-5’00’’	 4’06’’-4’46’’	 3’29’’-3’56’’	 2’30’’-2’54’’	
4	 3’40’’-4’04’’	 3’31’’-3’46’’	 5’00’’-5’19’’	 4’46’’-5’20’’	 3’56’’-4’26’’	 2’54’’-3’30’’	
5	 4’04’’-4’23’’	 3’46’’-4’18’’	 5’19’’-5’56’’	 5’20’’-5’50’’	 4’26’’-5’03’’	 3’30’’-4’00’’	
6	 4’23’’-4’50’’	 4’18’’-4’57’’	 5’56’’-6’32’’	 5’50’’-6’23’’	 5’03’’-5’44’’	 4’00’’-4’50’’	
7	 4’50’’-5’14’’	 4’57’’-5’20’’	 6’32’’-7’19’’	 6’23’’-6’35’’	 5’44’’-6’22’’	 4’50’’-5’20’’	
8	 5’14’’-5’28’’	 5’20’’-5’52’’	 	 6’35’’-7’23’’	 6’22’’-6’52’’	 5’20’’-6’00’’	
9	 	 5’52’’-6’25’’	 	 	 6’52’’-7’13’’	 6’00’’-6’50’’	
10	 	 6’25’’-7’03’’	 	 	 7’13’’-7’42’’	 6’50’’-7’10’’	
11	 	 7’03’’-7’40’’	 	 	 7’42’’-8’46’’	 	
12	 	 7’40’’-8’28’’	 	 	 8’46’’-9’10’’	 	
13	 	 8’28’’-8’45’’	 	 	 9’10’’-9’32’’	 	
14	 	 8’45’’-8’52’’	 	 	 9’32’’-10’15’’	 	
	
	
6.6	What	effect	the	change	of	keyboard	player	(McKernan,	Constanten,	Godchaux)	
had	on	the	development	of	the	Deadification	process:	
Out	of	the	six	versions	of	the	song	analyzed	in	this	chapter,	McKernan	was	
designated	the	keyboard	player	on	four	of	them.	On	the	1970s	version,	no	keys	
could	be	heard,	which	might	have	been	a	conscious	decision,	or	due	to	the	decline	of	
McKernan’s	health	or	the	lack	of	a	guest	musician	to	cover	the	instrument’s	duties.	
McKernan’s	playing	over	the	examples	was	in	general	more	minimal	than	when	
Constanten	and	Godchaux	took	over,	and	was	always	confined	to	the	use	of	the	Vox	
Continental	organ.	This	instrument	had	a	very	distinctive	sound,	created	by	the	
production	of	an	electric	current	from	the	rotation	of	a	metal	tone-wheel	near	an	
electromagnetic	pickup,	reinforcing	it	through	an	amplifier	leading	into	a	speaker	
cabinet,	and	for	Grateful	Dead	fans	it	will	always	be	associated	with	the	early	Dead	
and	McKernan’s	playing.	This	unique	sound	produced	by	the	Vox	Continental	and	
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Hammond	organ,	worked	particularly	well	with	McKernan’s	playing	style,	allowing	
him	to	sustain	notes	with	character	to	fill	out	the	sound,	and	when	used	for	short	
right-hand	melodies	it	helped	them	to	stand	out	and	to	appear	more	complex	than	
they	actually	were.		
	
This	section	will	examine	McKernan’s,	Constanten’s	and	Godchaux’s	playing	in	turn,	
and	examine	their	similarities	and	differences.	This	analysis	will	use	the	1966,	1969	
and	1971	versions	of	the	song.	
	
6.6.1:	McKernan	1966	
When	looking	at	the	1966	version	of	‘Dancing	in	the	Street’	it	can	be	seen	that	
McKernan	adhered	closely	to	the	original	version,	by	always	including	the	song’s	
main	motif,	and	mimicking	the	horns	in	the	original	version	through	the	use	of	held	
and	stabbing	chords.	McKernan	would	have	felt	at	home	with	the	song’s	style	given	
his	musical	background	and	would	have	known	how	to	keep	its	character.	Figure	
6.39	shows	the	keyboard	part	of	the	first	verse	and	chorus	section	of	the	song,	and	it	
can	be	seen	that	McKernan	would	typically	create	a	short	fill,	and	then	repeatedly	
use	adjusted	versions	of	it	throughout	the	song.	It	should	be	remembered	that	
McKernan’s	background	was	in	the	blues,	and	that	these	types	of	interaction	would	
have	been	suited	to	the	Dead’s	earlier	form	of	musical	soundscape,	which	contained	
a	large	number	of	blues	and	gospel	numbers.	
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Figure	6.39:	McKernan’s	playing	during	the	verse	and	chorus	section	
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When	looking	at	McKernan’s	line	for	the	verse	and	chorus	section	in	isolation	from	
the	rest	of	the	parts,	it	becomes	obvious	how	many	bars	are	left	empty	(9	bars	out	of	
36	or	25%),	how	many	are	filled	with	sustained	chords	(13	bars	or	36%)	and	how	
many	actually	contain	melodic	fills	(7	bars	or	19%),	the	remainder	being	rhythmic	
chord	fillers.	With	the	empty	and	sustained	chord	bars	alone,	that	accounts	for	61%	
of	his	role	in	the	song.	
	
McKernan	did	not	adjust	his	approach	much	over	the	years,	and	this	can	be	heard	
when	listening	to	the	1967	and	1968	versions	of	‘Dancing	in	the	Street’	that	were	
used	in	this	analysis.	As	the	improvisations	became	more	complex,	he	would	tend	to	
use	a	mixture	of	three	options,	either	dropping	out	of	the	jamming	altogether,	
providing	basic	harmonic	reinforcement	to	the	groove,	as	was	discussed	above	in	
connection	with	the	development	of	the	groove	section,	or	using	short	fills	that	
could	be	easily	adapted	and	used	repeatedly.	See	Figure	6.12	for	his	role	in	the	
whole	jam,	or	Figure	6.40	for	a	selection	of	examples.	
	
Figure	6.40:	Selected	examples	of	McKernan’s	jamming	approach	
	
Bar	3	of	the	jam:	Stabbed	chords	and	short	fills	
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Bar	6	of	the	jam:	A	short	fill	ending	on	a	sustained	note	
	
	
Bar	9	of	the	jam:	Use	of	the	flattened	seventh	and	walk-downs	
	
	
All	interactions	within	the	jam	tend	to	be	two-bar	phrases,	and	are	focused	mainly	
on	right-hand	movement	with	held	left-hand	notes.	The	short	phrases	are	a	feature	
of	the	Dead’s	playing,	as	explained	in	chapter	3,	and	it	is	unsurprising	that	McKernan	
kept	to	this	format,	although	there	is	far	less	passing	of	musical	phrases	from	or	to	
the	keyboard	part.		
	
By	October	1968,	Rock	Scully	(the	Dead’s	manager)	suggested	that	‘Garcia	and	Lesh	
determined	that	Weir	and	Pigpen	weren’t	pulling	their	weight	musically	in	the	band,	
weren’t	in	tune	with	the	more	complex	compositions	the	band	were	writing…	Bobby	
wasn’t	progressing	-	he	was	still	playing	the	electric	guitar	like	an	acoustic	guitar,	and	
Jerry	was	trying	to	get	him	to	loosen	up	and	be	a	rhythm	guitar	player.	Bobby	was	
still	a	student,	but	not	learning’.	Bobby	[Weir]	had	nearly	been	fired	in	1967,	and	as	
Jonathan	Reister	(their	road	manager	beginning	in	mid-1968)	suggested	‘Bobby	was	
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our	little	juvenile	delinquent.	Most	of	the	band’s	fights	were	about	his	guitar	playing’	
(Jackson	and	Gans,	2015,	116).	This	quotation	suggested	that	the	band’s	transition	
into	highly	experimental	music	was	in	practice	not	particularly	smooth	and	it	was	not	
just	McKernan	who	was	having	problems	with	the	band’s	adjustment	in	musical	
direction,	and	that	Garcia	and	Lesh	were	having	to	interject	and	help	Weir	and	
McKernan	with	where	they	needed	to	come	in	and	what	sort	of	things	they	needed	
to	do.	
	
The	situation	came	to	crisis	point	while	the	band	were	working	on	Anthem	of	the	
Sun.	Garcia	continually	tried	to	help	McKernan	with	his	role	within	the	recording	
sessions	by	telling	him	when	to	come	in,	and	when	to	play	louder/softer,	and	
eventually	it	resulted	in	McKernan	simply	stating	‘I	can’t	play	on	this’,	which	was	the	
point	when	Constanten	was	brought	into	the	studio	to	provide	the	skills	needed	to	
help	draw	the	music	together	(Jackson	and	Gans,	2015,	117).	In	talking	about	these	
changes,	Garcia	stated	‘It’s	not	that	he	couldn’t	have	cut	it;	he	actually	could	have	
dealt	with	it.	He	had	the	musicality	to	deal	with	it.	He	was	a	real	musical	guy,	he	was	
innately	musical.	But	the	other	thing	is,	we	were	going	off	on	a	false	note.	We	were	
doing	something	that	wasn’t	really	natural.	We	were	doing	music	that	was	self-
consciously	weird.	If	we	had	paid	more	attention	to	Pigpen,	it	probably	would’ve	
saved	us	a	couple	of	years	of	fucking	around’	(Jackson	and	Gans,	2015,	116).	I	feel	
that	although	these	studio	sessions	helped	the	band	learn	how	to	use	a	recording	
studio	and	produce	all	types	of	experimental	music,	it	was	more	similar	to	the	
progressive	rock	method,	where	it	was	not	necessary	for	the	music	to	be	
reproducible	on	stage.	This	was	not	the	case	for	the	Dead	as	live	performances	was	
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their	goal,	which	was	what	I	think	the	quotation	from	Garcia	indicates.	The	studio	
served	to	build	the	band	up	with	a	huge	amount	of	debt	(as	explained	in	the	
introduction	of	this	thesis),	and	the	tracks	then	had	to	be	reworked	for	performance	
on	stage,	as	using	a	prepared	piano	and	layered	sound	loops	would	not	be	possible	
to	reproduce	live.		
	
There	tend	to	be	far	more	bars	left	empty	within	McKernan’s	line	in	‘Dancing	in	the	
Street’	than	with	other	keyboardists,	but	in	fairness	this	could	be	considered	a	strong	
point	rather	than	a	lack	of	interaction,	as	knowing	when	not	to	play	can	considerably	
help	the	music	to	breathe	and	prevent	textural	overcrowding,	allowing	Garcia	and	
Weir	‘to	do	their	thing’	and	create	more	complicated,	intertwining	melodies	without	
unnecessary	interactions.	It	is	of	course	possible	to	speculate	that	by	this	point	in	the	
band’s	development,	and	their	expansion	into	different	experimental	approaches	
would	not	have	personally	been	a	choice	made	by	McKernan,	and	as	numerous	
writers	have	suggested,	perhaps	he	was	not	skilled	or	confident	enough	with	
adapting	his	approach	to	use	the	newer	improvisational	skills	that	would	have	been	
required	to	play	a	more	active	role	within	the	jams.	But	I	(like	Garcia)	do	not	believe	
that	this	was	the	only	cause	since	the	analyses	found	within	Chapters	2-5	show	that	
McKernan	could	make	substantial	contributions	to	the	music’s	texture,	even	if	his	
best	contributions	came	in	the	form	of	vocals,	vocal	improvisations	and	blues-style	
harmonica.	I	personally	believe	that	he	would	drop	out	of	the	improvisations	as	he	
had	little	interest	in	them,	and	that	those	sections	were	best	led	by	the	other	band	
members,	and	did	not	require	that	much	interaction	from	himself.		
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Another	reason	for	McKernan’s	lack	of	interaction	that	could	be	put	forward	is	due	
to	his	lack	of	interaction	with	the	band’s	experimentations	with	LSD,	and	his	
preference	for	whiskey	instead.	One	can	only	imagine	what	it	would	have	been	like	
playing	with	Garcia,	Weir,	Lesh,	Kreutzmann	and	Hart	when	they	were	on	
psychedelic	drugs,	jamming	whilst	on	an	acid	trip,	while	McKernan	was	free	from	the	
effects	of	LSD,	and	this	may	well	not	have	helped	his	ability	to	make	contributions	to	
the	jam,	to	say	nothing	of	the	problems	associated	with	his	developing	alcohol	
dependency.	This	theory	appears	to	be	supported	by	Scully,	who	in	interview	stated	
that	‘I	don’t	think	that	Pig	[pen],	without	being	high	on	LSD,	could	quite	understand	
the	direction	the	music	was	taking.	And	their	music	did	change	a	lot	in	that	period’.	
Scully	suggested	that	McKernan	had	taken	the	‘firing	hard’,	although	Garcia	stated	
that	‘We	never	actually	let	him	go;	we	just	didn’t	want	him	playing	keyboards,	
because	he	just	didn’t	know	what	to	do	on	the	kind	of	material	we	were	writing.	It	
seemed	like	we	were	heading	some	[musical]	place	in	a	big	way	and	Pigpen	just	
wasn’t	open	to	it’	(Jackson,	1999).	However,	Deadbase’s	list	of	shows	would	suggest	
that	at	that	time	there	was	never	more	than	a	two-week	period	between	shows,	so	
it	is	unlikely	that	it	was	for	a	prolonged	period	other	than	in	the	1970s	when	
McKernan	was	unable	to	play	due	to	ill	health	(Deadbase	50,	2015).	According	to	
Jackson,	Garcia	had	said	that	‘we	fired	them,	all	right,	but	they	just	kept	coming	
back’	(Jackson,	1999,	155-157).	Jon	McIntire	(the	Dead’s	support	road	manager	in	
November	1968)	suggested	that	the	problem	with	Weir	had	sorted	itself	out	due	to	
his	increase	in	practice,	and	help	from	Garcia,	and	that	Constanten	had	been	added	
to	‘get	around	the	problem	of	Pigpen’s	limited	skills	as	a	musician,’	since	McKernan	
‘was	relegated	to	the	congas	at	that	point….	and	it	was	really	humiliating	and	he	was	
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really	hurt,	but	he	couldn’t	show	it…..	maybe	he	went	for	the	bottle	the	first	time	
after	it	happened’	(Jackson,	1999,	156-157).	It	could	of	course	have	been	this	
perceived	rejection	by	his	band	family	that	influenced	McKernan’s	apparent	
withdrawal	from	the	music.	However,	it	must	be	noted	at	this	point	that	McKernan	
developed	a	fairly	close	friendship	with	Constanten,	which	Conners	suggested	was	
based	on	their	mutual	aversion	to	psychedelics,	and	that	he	had	actually	served	as	
Constanten’s	best	man	at	his	first	wedding:	‘Strangely	enough	you	might	think	it’s	
counterintuitive,	but	the	thing	is,	from	among	my	dearest,	best	friends	at	the	time,	
Pigpen	was	the	best	man	at	my	[TC’s]	first	wedding.	We	always	got	along	famously	
even	though	our	musical	backgrounds	were	wildly	different.	He	came	from	a	Blues	
background.	His	father	was	a	blues	DJ	on	the	radio	called	‘Cool	Breeze’.	He	was	
surrounded	by	that	at	a	young	age.	He	obviously	absorbed	it	in	terms	of	his	keyboard	
playing	and	his	vocal	presentation.	There	was	nobody	like	him’	(Conners,	2013,	91).			
	
By	early	1970,	McKernan’s	role	in	the	band	had	diminished	further,	and	practically	
he	would	only	tend	to	sing	two	or	three	songs	out	of	a	whole	show,	and	only	added	
in	a	little	organ	or	additional	percussion	if	he	felt	like	it.	By	the	middle	of	1971	he	
became	desperately	ill	and	was	diagnosed	with	advanced	liver	disease	at	the	age	of	
just	25.	Garcia	stated	‘He	was	really	fucked	up	and	his	liver	was	full	of	holes,	and	
then	he	had	some	kind	of	perforated	ulcer’	(Jackson,	1999,	221).	By	this	point	in	time	
I	feel	that	McKernan’s	lack	of	interaction	with	the	Grateful	Dead’s	shows	was	further	
reduced	by	his	decline	in	health	and	this	also	contributed	to	his	already	diminishing	
feeling	of	self-worth	within	the	band,	leading	to	his	further	withdrawal	from	band	
interactions.	This	was	a	shame	given	the	band’s	experiments	with	country	music	
	 494	
starting	in	the	1970s,	and	these	might	have	suited	him	better.	Unfortunately,	with	
his	periods	of	absence,	and	the	increase	in	material	fronted	by	Garcia	and	Weir,	he	
hardly	featured	on	the	Workingman’s	Dead	and	American	Beauty	albums	at	all	(see	
Chapter	5	on	the	country	Dead).	
	
6.6.2:	Constanten	1969	
Before	considering	Constanten’s	style	of	playing,	it	is	important	to	note	that	he	had	
studied	classically	at	UC	Berkeley	alongside	Lesh	in	1961	and	they	had	eventually	
become	roommates.	While	there,	they	had	both	studied	with	Berio	at	Mills	College	
Oakland.	However,	whereas	Lesh	had	left	the	confines	of	modern	classical	music	at	
University	and	joined	the	Grateful	Dead,	Constanten	had	continued	to	work	with	
Berio	in	Europe,	and	then	studied	with	Karlheinz	Stockhausen	in	Darmstadt,	
Germany,	and	finally	with	Henri	Pousseur	in	Brussels.	On	returning	to	the	Bay	Area,	
Constanten	performed	in	an	improvisational	quintet	formed	by	Steve	Reich	in	1964;	
they	planned	a	performance	of	serialism-influenced	compositions	by	himself	and	
Lesh,	although	he	walked	out	prior	to	the	performance.		
	
Jackson	suggested	that	once	Constanten	had	agreed	to	help	the	Dead	out	with	some	
live	work	‘Immediately	the	Dead’s	jams	took	on	a	new	richness….	although	he	felt	his	
playing	was	tentative	at	first,	and	that	he	felt	hampered	by	having	to	play	the	same	
cheesy-sounding	Vox	Continental	organ.’	Constanten	was	reported	as	saying	that	‘I	
didn’t	like	the	sound	it	put	out	at	all.	There	was	something	about	the	Continental	in	
that	particular	band	that	grated….	After	a	bit	of	moving,	shaking	and	agitating,	I	
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convinced	them	to	let	me	play	a	Hammond	B-3,	which	I	was	able	to	enjoy	a	bit	more’	
(Jackson,	1999,	157).		
	
Despite	the	Scientology	issues	outlined	in	this	thesis,	Kreutzmann	in	his	
autobiography	stated	that	‘I	got	along	really	well	with	T.C.,	as	I	did	with	most	people,	
and	I	thought	he	was	a	cool	enough	guy.	However,	he	had	this	thing	where,	for	
whatever	reason,	he	would	perform	at	rehearsals	pretty	darn	well,	but	then,	when	
we’d	be	in	front	of	an	audience,	it	was	like	he	froze	or	something.	He	just	couldn’t	let	
go.	When	things	got	strange	and	strayed	from	form,	he	couldn’t	trust	the	music	to	
lead,	with	the	faith	that	it	would	all	go	somewhere	wonderful	and	then	somehow,	
we’d	be	able	to	bring	it	all	back	home.	That’s	what	jamming	is	all	about.	That’s	what	
the	Grateful	Dead	was	all	about.	If	you	can’t	do	that,	you	can’t	be	in	the	band…..	He	
was	smart	as	hell.	He	understood	music	theory	and,	in	theory,	he	had	a	solid	
foundation	for	all	the	avant-garde	stuff	that	we	were	getting	into.	But	
comprehending	the	concepts	and	being	able	to	play	the	parts	isn’t	enough	to	make	
you	a	good	musician.	You	also	have	to	have	feeling’	(Kreutzmann,	2015).	These	
points	indicated	by	Kreutzmann,	could	have	been	due	to	the	fact	that	Constanten	
was	not	fundamentally	a	rock’n’roll	performer,	and	was	schooled	within	the	classical	
music	traditions,	and	that	he	did	not	have	the	background	in	the	styles	of	folk	and	
country	music	becoming	apparent	in	the	Dead’s	new	direction,	which	Garcia	knew	
very	well	(Jackson,	1999,	179).	He	had	also	never	joined	as	an	official	member,	which	
would	have	allowed	him	to	leave	whenever	he	felt	that	he	wanted	to	take	his	music	
in	a	different	direction,	and	may	have	been	responsible	for	him	not	falling	foul	of	the	
curse	of	the	Dead’s	keyboard	players.	
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For	the	1969	version	of	‘Dancing	in	the	Street’,	Constanten	had	only	recently	taken	
over	the	role	of	keyboardist,	and	subsequently	had	to	fit	in	with	the	Dead’s	jamming	
approach	that	had	already	developed	over	a	four-year	period.	He	had	already	helped	
provide	substantive	experimental	contributions	to	their	studio	albums	Anthem	to	the	
Sun	and	Aoxomoxoa	with	prepared	pianos	etc.,	but	had	only	been	playing	live	with	
them	for	seven	months	and	the	song	had	not	yet	had	many	outings	for	the	band	to	
develop	an	approach	that	incorporated	his	playing,	so	he	seemed	to	take	a	more	
supportive	role	in	this	version	compared	to	the	other	songs	he	played	in	during	the	
concert,	feeling	his	way	through	and	beginning	to	shape	out	what	it	was	possible	to	
achieve	within	the	song’s	different	sections.	He	retained	the	main	motif	from	the	
original	version,	similar	to	McKernan,	and	continually	returned	to	using	filled	chord	
patterns	as	shown	in	Figure	6.41	in	the	red	box.	
	
Figure	6.41:	Constanten’s	playing	during	the	verse	and	chorus	section	
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Constanten	does	share	some	similarities	with	McKernan’s	playing	in	that	he	also	
uses	held	chords	and	short	motifs,	which	worked	very	effectively	with	their	style	of	
jamming,	and	were	also	used	by	all	the	band	members.	Constanten’s	playing	is	more	
continual	throughout	the	verse	and	chorus	section	than	McKernan’s	and	only	
featured	1	bar	out	of	35	(2%)	without	any	playing,	and	13	(37%)	using	held	chords.	
He	adds	13	bars	(37%)	of	rhythmic-based	harmonic	support	of	the	groove,	and	8	bars	
(23%)	of	fills.	Constanten	also	introduces	several	new	features	within	his	playing	in	
the	jam	that	have	not	been	seen	within	the	keyboard	part	that	was	presented	by	
McKernan,	including	contrary	movement	to	others	parts	and	the	use	of	both	hands	
simultaneously,	although	most	melodies	appear	in	the	right	hand,	and	the	left	hand	
tends	to	have	a	supporting	role,	with	noodling	and	the	use	of	thirds,	see	Figure	6.42.		
	
Figure	6.42:	Examples	of	Constanten’s	stylistic	features	
Bar	1	of	the	jam:	
	
	
Bar	4	of	the	jam:	
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Bar	7	of	the	jam:	
	
	
Bar	13	of	the	jam:	
	
	
Bar	16	of	the	Jam:	
	
	
Although	not	as	experimental	as	his	work	on	their	albums,	which	would	have	been	
difficult	to	reproduce	in	a	live	environment,	Constanten	increased	the	complexity	of	
the	keyboard	part,	and	moved	it	away	from	the	supportive	role,	playing	in	the	verse	
and	chorus	and	within	jams,	to	becoming	a	further	melody	line	within	the	poly-
instrumental	jams	previously	dominated	by	Garcia,	Weir	and	Lesh.			
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6.6.3:	Godchaux	in	1971	
As	previously	discussed,	there	was	apparently	no	keyboard	part	in	the	1970s	version,	
but	it	returned	in	1971	when	Godchaux	took	over	the	role	in	the	band.		
McKernan	had	temporarily	been	forced	to	stop	touring	in	August	1971	due	to	his	
health,	and	the	band	had	hired	Godchaux	as	a	full	member	to	cover	this	period	and	
act	as	a	replacement	for	Constanten,	as	they	had	decided	that	their	music	still	
required	a	more	skilled	keyboard	player	for	their	live	performances.	They	had	
covered	McKernan’s	time	off	due	to	ill	health	and	his	limited	contributions	to	their	
jamming	with	the	addition	of	several	other	keyboardists	including	Howard	Wales,	
Merl	Sanders	and	Ned	Lagin	until	another	permanent	player	could	be	found.	
Godchaux’s	background	was	in	jazz,	in	particular	modal	jazz,	and	at	the	time	he	had	
showed	little	interest	in	performing	popular	music,	but	after	talking	with	Garcia,	he	
changed	his	mind	and	joined	the	band.	Both	Keith	and	his	wife	Donna	were	
Deadheads,	and	she	joined	the	band	a	year	later	as	she	did	not	want	to	interfere	
with	her	husband’s	initial	development	within	the	band.	
	
Unlike	McKernan’s	and	Constanten’s	use	of	the	organ,	Godchaux	chose	to	use	an	
acoustic	grand	piano	for	many	of	his	live	shows	with	the	Dead,	for	which	Owsley	
Stanley	helped	sort	out	the	stage	sound,	which	also	provided	Godchaux	with	a	
control	box	that	allowed	him	to	use	a	wah-wah	pedal	(Jackson	2006).	This	fitted	with	
the	Dead’s	new-found	country-based	sound,	and	introduced	a	new	texture	to	their	
live	sound.	Lesh	was	reported	on	various	Grateful	Dead	blogs	to	be	very	
complimentary	of	Godchaux’s	playing,	stating	that	he	would	‘fit	perfectly	in	the	
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spaces	between	our	parts’,	which	was	an	important	trait	for	supplementing	their	
sound	(Deadessays.blogspot,	2012).	
	
In	his	biography	of	Garcia,	Jackson	suggested	that	‘his	[Godchaux’s]	presence	in	the	
band	freed	the	other	players	in	ways	that	no	one	could	have	expected:	Billy	
Kreutzmann	now	had	a	solid	rhythmic	partner	to	help	him	anchor	the	music,	leaving	
Billy	more	room	for	ornamental	accents.	With	Keith’s	piano	now	occupying	so	much	
of	the	harmonic	midrange,	Weir	was	able	to	move	his	guitar	comfortably	into	higher	
and	lower	registers	and	even	further	away	from	strictly	chordal	lines,	and	Garcia	and	
Lesh	could	go	further	afield	in	their	instrumental	melodies’	(Jackson,	1999,	222).	This	
occupation	of	the	middle	range	was	to	become	important	in	the	Dead’s	music	as	
Godchaux’s	role	within	the	band	grew,	and	freed	up	Weir	from	constant	strumming,	
and	allowed	him	to	move	into	a	hybrid	style	of	rhythm	playing.		
	
Malvinni	proposed	that	‘Godchaux	had	enjoyed	a	great	improvisational	rapport	with	
Garcia’,	which	went	on	to	make	a	large	difference	to	their	early	1970s	versions	of	
‘Dark	Star’	and	took	their	jams	to	‘prodigious	heights	and	lengths’	(Malvinni,	2013,	
142).	This	theory	was	given	further	backing	by	Kreutzmann	in	his	2015	
autobiography	where	he	suggested	that	‘this	guy	could	really	play	piano.	He	was	one	
of	the	best,	if	not	the	best,	keyboardist	that	I’ve	[had]	the	honor	of	playing	with….	He	
could	pick	up	whatever	Jerry	and	I	started	playing	that	day	(his	audition)	and	just	run	
with	it.	He	didn’t	need	to	know	the	material	first.	He	could	learn	songs	before	he	was	
even	done	hearing	them	for	the	first	time.	And	he	could	play	just	about	anything’	
(Kreutzmann,	2015,	162-163).	McKernan	finally	returned	to	the	Dead	in	December	
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1971	(just	before	the	New	Year’s	Eve	‘Dancing	in	the	Street’	analyzed	in	this	
chapter),	with	his	role	reduced	further	given	Godchaux’s	presence,	although	he	still	
would	still	add	some	percussion	and	D-3	to	some	songs,	‘occasionally	giving	the	
group	a	full-sounding	double-keyboard	attack,	and	his	spirit	was	still	strong,’	
although	he	would	avoid	energy	draining	numbers	such	as	‘Good	Lovin’	and	‘Turn	on	
Your	Lovelight’	(Jackson,	1999,226).	Lesh	stated	‘It	was	okay	for	Pigpen	to	lay	out.	
We	kept	wanting	Pigpen	to	be	there	because	he	was	one	of	us.	He	really	was.	But	he	
would	lay	out	and	that	was	okay,	too.	He	didn’t	mind.	We	didn’t	mind’	(Jackson,	
1999,	226).	During	the	band’s	50th	anniversary	documentaries,	Weir	and	Lesh	did	
hint	at	regret	over	their	‘handling	of	the	Pigpen	situation’,	and	wished	that	they	had	
done	more	to	include	him,	but	were	too	young	to	really	understand	at	the	time	
(Scorsese,	2017).		
	
Godchaux	was	bolder	in	his	approach	to	‘Dancing	in	the	Street’,	despite	having	only	
started	playing	live	with	the	Dead	that	September,	and	he	made	notable	changes	to	
the	song’s	structure	by	removing	its	main	motif	and	replacing	it	with	his	own	version,	
a	bold	statement	of	intent.	Similar	to	Constanten,	he	kept	returning	to	two-hand	
harmonic	fillers	(although	he	did	vary	these	more	than	Constanten)	and	that	helped	
to	contribute	to	the	groove,	but	he	also	added	short	fills	and	melodies	which	were	
presented	in	many	different	ways,	such	as	single	notes,	thirds,	fourths	etc.	Figure	
6.43	shows	Godchaux’s	role	within	the	verse	and	chorus	section	with	these	features	
marked.	Out	of	35	bars,	Godchaux	played	for	all	of	them:	none	were	left	empty.	He	
played	no	sustained	chords	as	both	McKernan	and	Constanten	had	done,	but	did	
include	19	bars	(54%)	of	harmonic	support	and	16	bars	(46%)	of	fills	and	motifs,	the	
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largest	proportion	of	new	material	within	the	verse	and	chorus	that	has	been	heard	
yet.		
	
Figure	6.43:	Godchaux’s	playing	during	the	verse	and	chorus	section	
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The	harmonic	fills	that	Godchaux	uses	have	a	slight	feeling	of	Honky-Tonk	style	
particularly	in	his	use	of	rhythm.	As	seen	in	McKernan’s	and	Constanten’s	playing,	
the	phrases	are	kept	short	and	held	chords	are	still	used,	and	he	applies	many	of	the	
previously	mentioned	features	of	Constanten.	In	addition	to	these	traits,	Godchaux	
makes	more	use	of	repeated	notes	and	motifs	as	well	as	a	more	active	left-hand	line.		
	
Figure	6.44:	Examples	of	Godchaux’s	stylistic	features	
	
Bar	1	of	the	jam:	
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Bar	4	of	the	jam:	
	
	
Bar	7	of	the	jam:	
	
	
Bar	13	of	the	jam:	
	
	
Bar	22	of	the	jam:	
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Godchaux’s	interaction	within	the	jam	as	well	as	the	verse	and	chorus	is	continual	
and	far	more	complex	that	the	previous	two	members’	parts.	Despite	the	more	
continual	nature	of	his	lines,	he	still	allows	time	for	the	music	to	breathe	and	not	
become	overcrowded	by	incorporating	chord	based	honky-tonk	patterns	that	allow	
space	whilst	introducing	different	rhythms.	Godchaux	is	more	restrained	with	his	
more	lead	melody	based	lines	within	the	verse	and	chorus,	and	plays	a	more	
supportive/harmonic	reinforcement	role,	which	also	helps	with	the	establishment	of	
the	groove.	In	the	jam,	his	playing	is	more	fill/phrase	based	and	provides	the	
greatest	amount	of	playing	when	compared	to	Constanten	and	McKernan.	
	
One	of	the	key	questions	given	that	in	general	most	of	the	band’s	lineup	was	stable,	
is	whether	changing	the	keyboard	player	makes	a	notable	difference	to	the	band’s	
sound	or	not.	From	the	results	of	the	analysis	above,	I	feel	that	several	conclusions	
on	this	point	can	be	drawn.	The	first	is	that	there	is	definitely	a	change	in	timbre	and	
texture	between	McKernan/	Constanten	and	Godchaux,	given	that	the	former	both	
used	an	electric	organ	and	the	latter	used	an	acoustic	piano.	The	second	is	that	there	
is	a	large	difference	in	the	amount	of	interaction	within	the	song.	All	three	share	
similarities,	particularly	during	the	verse	and	chorus	sections,	where	the	keyboards	
assume	a	more	supportive	role,	but	when	it	comes	to	the	jam,	the	amount	of	
interaction	increases	as	the	time	period	moves	on,	therefore	showing	that	the	
amount	of	improvisation	shows	that	McKernan’s	improvisational	contributions	were	
less	that	Constanten’s,	which	in	turn	were	less	than	Godchaux’s.		
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Whilst	looking	at	how	changing	the	band’s	keyboard	player	affects	the	band’s	
development,	the	overall	changes	that	are	made	within	the	layers	of	the	songs	over	
time	can	also	be	observed	by	using	my	layered	approach	to	the	analysis	of	jamband	
music,	see	Figure	6.45.		The	table	shows	that	the	most	of	the	changes	made	to	the	
layer	1	structure	occur	within	the	initial	‘Deadification’	of	the	song,	which	is	as	
expected,	given	that	they	are	converting	another	artist’s	song	to	fit	with	their	style.	
After	this,	smaller	changes	tend	to	be	made,	typically	involving	changes	to	the	
number	and	arrangement	of	verse	and	chorus	sections	and	those	to	the	lyrics	and	
their	placing.	However,	interactions	within	layer	2	of	the	structure	tend	to	become	
more	complex	over	time.	As	expected	the	layer	3	structure	also	becomes	far	more	
complex,	as	well	as	longer.	There	is	a	very	notable	shift	from	its	original	blues	sound	
based	on	the	major/minor	pentatonic	scale	to	the	Mixolydian	mode	in	1971	where	it	
remains	for	future	performances.	In	1966	there	was	no	activity	in	the	layer	4	
structure,	but	this	changed	greatly	as	time	moved	on	and	song	cycles	became	more	
prevalent,	and	there	began	to	form	popular	and	regularly	repeated	cycles.			
	
When	considering	the	changes	made	to	a	song	over	time	it	is	common	practice	for	
bands	to	rework	their	popular	numbers	to	maintain	interest	within	their	live	sets:	
this	is	very	noticeable	for	example	with	Bob	Dylan	and	Mark	Knopfler.	Where	the	
Grateful	Dead	differ	in	this	practice	is	that	although	they	will	rework	their	songs	after	
a	rest	period	and	return	with	them	in	a	different	form	(‘Friend	of	the	Devil’	is	a	
particularly	notable	example),	they	will	change	the	song	with	every	single	
performance	due	to	the	largely	improvised	content	within	the	layer	2,	3	and	4	of	a	
song’s	structure.	This	chapter	has	compared	one	version	from	each	year	owing	to	
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space,	and	so	as	to	concentrate	on	the	most	obvious	changes	over	time.	If	there	had	
been	no	restraints	on	space	and	availability	and	quality	of	recordings,	all	46	over	this	
time	period	could	have	been	examined,	and	subsequently	every	difference	made	to	
the	layer	2,	3	and	4	structures	could	have	been	mapped,	although	the	five	analyzed	
here	are	sufficient	to	represent	the	types	of	changes	that	occurs.	Due	to	these	
changes	when	presenting	the	song,	every	live	performance	therefore	becomes	
unique	with	every	one	becoming	a	‘definitive	version’	in	its	own	right.	Apart	from	
the	continually	differing	bass	line	and	shifting	guitars	and	keyboards,	the	lyrics	might	
be	different,	the	jam	would	be	of	different	lengths	potentially	exploring	new	
directions	in	each	performance,	and	the	song	could	possibly	be	contained	within	a	
song	cycle,	which	in	itself	could	contain	a	range	of	Grateful	Dead	songs.	This	is	not	
found	within	non-jambands,	and	is	arguably	a	practice	started	by	the	Dead,	and	one	
that	left	long-lasting	foundations	for	the	jamband	scene.	
	
Figure	6.45:	Summary	of	changes	made	within	the	songs	structural	layers	in	1966,	
1969	and	1971	
Structural	
layer	
Changes	made	to	the	structure	with	different	Keyboard	player’s	contribution	
McKernan	(1966)	 Constantine	(1969)	 Godchaux	(1971)	
	
1	
	
There	were	considerable	changes	
made	to	the	layer	1	structure.	
	
	
The	song	was	moved	from	the	
originals	key	of	E	major	to	A	major	
	
The	sevenths	were	removed	and	
the	minor	ii	chord	was	replaced	
with	a	major	II	in	the	chorus	
section.	
	
Repeats	of	verse	and	chorus	
sections	were	introduced.	
	
The	vocal	elisions	were	altered,	
with	some	removed	and	new	ones	
added.	Changes	were	also	made	to	
	
Small	changes	made	to	the	layer	1	
structure.	
	
	
The	repeats	of	the	verse	and	chorus	
sections	were	removed	as	the	jams	
length	increased	
	
Vocal	elisions	were	reinstated,	making	
it	similar	to	the	original	version.	
	
	
Timbre	changes	were	made	through	
the	shift	from	McKernan’s	Vox	
Continental	organ	to	Constanten’s	
Hammond	B3.	
	
Small	‘seasonal’	adjustments	were	
made	to	the	layer	1	structure.	
	
Some	of	the	song’s	lyrics	were	
adjusted	to	fit	with	the	New	Year’s	
Eve	setting	of	the	concert.	
	
The	songs	2nd	verse	was	removed	
and	the	2nd	chorus	was	then	
moved	to	after	the	jam.	
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the	lyrics	themselves,	including	the	
addition	of	different	backing	vocals.	
	
	
2	
	
There	were	continual	adjustments	
made	within	the	layer	2	structure,	
by	all	the	band	members.		
	
Lesh’s	bass	began	to	act	as	a	
second	melody,	along	with	his	use	
of	rhythmic	phrases	and	the	
addition	of	1st	and	2nd	chord	
inversions.	
	
Garcia	shadowed	Weir’s	rhythm	
part	whilst	adding	lead	guitar.	
	
	
	
Weir	continually	made	adjustments	
to	his	strumming	rhythms.	
	
	
McKernan	would	make	
adjustments	to	his	fills.	
	
There	were	continual	small	changes	
made	within	the	songs	layer	2	
structure.	
	
	
Lesh	continues	to	develop	and	alter	
his	bass	line,	shifting	more	towards	a	
full	second	melody.	
	
	
	
Garcia	continues	to	shadow	Weir’s	
strumming	but	would	adjust	the	exact	
pattern	that	he	would	play.	
	
	
Weir	continued	to	adjust	his	
strumming	patterns.	
	
	
Constanten	adds	in	a	more	complex	
keyboard	part,	which	contains	many	
continual	adjustments	and	begins	to	
develop	as	a	third	melody	line.	
	
	
There	were	continual	small	
changes	made	within	the	song’s	
layer	2	structure.	
	
	
As	before	Lesh	continues	to	
develop	and	alter	his	bass	line,	
shifting	more	towards	a	full	second	
melody.	
	
	
As	before	Garcia	continued	to	
shadow	Weir’s	strumming	but	
would	adjust	the	exact	pattern	
that	he	would	play.	
	
Weir	continued	to	adjust	his	
strumming	patterns,	and	shifts	the	
fret	positioning	of	his	chords.	
	
Godchaux	introduces	far	more	
changes	within	the	keyboard	line	
and	further	controls	the	middle	
range	and	progression	towards	a	
third	melody	line.	
		
	
3	
	
A	2’40’’	jamming	was	present,	
using	a	mix	of	the	major	and	minor	
pentatonic	scale.	
	
The	jam	was	constructed	of	8	
jamming	spheres.	
	
	
The	jam	was	extended	to	4’30’’,	and	
featured	a	greater	improvisational	
shift	to	the	Mixolydian.	
	
The	jam	was	constructed	of	8	jamming	
spheres,	of	longer	length.	
	
	
	
	
A	two-chord	oscillation	between	A	
and	G	was	used.	The	chord	change	
could	happen	on	any	beat	within	the	
bar.	
	
	
	
Weir	also	made	use	of	shifts	to	the	A7	
and	A6	chords	
	
	
The	jam	was	extended	to	5’10’’	
and	is	now	firmly	set	within	the	
Mixolydian	mode.	
	
The	jam	was	constructed	of	10	
jamming	spheres,	which	now	
lasted	between	30-60	seconds	per	
sphere.	
	
	
The	two-chord	oscillation	between	
A	and	G	was	still	used,	although	
the	changes	present	here	tended	
to	remain	on	the	first	beat.	
	
Weir	continued	to	make	use	of	A7	
and	A6,	but	also	included	D.	
	
4	
	
No	song	cycles	were	present	at	this	
time	
	
	
Two	song	cycles	were	present:	
	
Cryptical	Envelopment	>	Drums	>	
Cryptical	Envelopment	>	Cosmic	
Charlie	
	
China	Cat	Sunflower	>	I	Know	You	
Rider	>	High	Time	>	Uncle	John’s	Band	
jam	>	The	Main	Ten	>	It’s	All	Over	
Now	Baby	Blue	
	
	
Three	song	cycles	were	present:	
	
El	Paso	>	Chinatown	Shuffle		
	
China	Cat	Sunflower	>	I	Know	You	
Rider	
	
Not	Fade	Away	>	Going	Down	The	
Road	Feeling	Bad	>	Not	Fade	Away	
>	Casey	Jones	
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At	this	point	in	the	discussion,	it	is	worth	noting	that	this	was	not	the	end	of	the	
evolution	of	‘Dancing	in	the	Street’	despite	its	four-year	rest	from	the	Dead’s	set	lists	
(the	Dead	would	often	rest	songs,	and	bring	back	others	to	keep	concerts	fresh	for	
their	regular	fans,	and	would	keep	up	to	120	songs	in	their	repertoire	for	each	
scheduled	tour).	When	the	song	was	picked	up	again	on	6/3/76,	it	had	undergone	a	
reworking	and	had	been	substantially	changed,	lengthened	to	over	twelve	minutes	
and	would	become	known	as	the	‘disco’	version.	Within	the	layer	1	structure	a	
completely	new	introductory	section	was	added	featuring	a	new	bass	groove,	
extended	guitar	chord	progressions	within	several	sections	and	the	soon	to	be	
labeled	‘Dancing	in	the	Street’	rap	lyrics,	developed	by	the	band	(and	not	present	in	
the	original),	where	‘Dancing,	dancing,	dancing	in	the	street’	was	repeated	
rhythmically	over	the	new	groove.	This	lasted	in	this	version	for	just	under	a	minute	
in	length,	although	it	would	be	lengthened	over	the	next	few	years,	and	would	
appear	within	the	chorus	section	as	the	‘new	form	of	chorus’.	This	new	introduction	
then	remained	in	place	for	the	majority	of	their	future	performances,	and	was	also	
used	instead	of	the	old	version	of	the	lyrics	in	the	chorus	sections,	with	the	song’s	
layer	1	structure	now	taking	the	shape	of:	Intro	/	dancing	rap	/	verse1	/	chorus1	/	
verse2	/	chorus2	/	dancing	rap	/	jam	/	chorus	2	/	dancing	rap.	The	layer	2	structure’s	
continual	micro-improvisations	were	still	present	and	continually	in	free	motion,	
except	it	now	consisted	of	Kreutzmann	and	Hart	as	the	main	groove	providers,	Weir	
as	a	groove	and	mover	given	his	far	more	complex	and	changing	rhythms	and	Garcia,	
Lesh	and	Godchaux	as	improvisers,	now	providing	the	jams	with	three	distinct	
melody	lines.	The	layer	3	structure	also	underwent	changes,	with	the	jams	typically	
lasting	over	six	minutes,	with	a	greater	emphasis	on	modal	playing.	Although	still	
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based	in	the	Mixolydian	mode,	Phrygian	mode	sections	were	now	included	within	
the	structure.	The	jam	itself	was	now	divided	into	four	main	sections,	with	each	of	
these	consisting	of	their	own	jamming	spheres.	At	9’04’’	another	new	chord	
progression	was	introduced	into	the	jam,	which	was	again	kept	in	place	for	future	
performances.	At	this	point	in	time	Godchaux	had	firmly	established	his	position	
within	the	jams	and	dominated	the	middle	of	the	sound,	fully	allowing	Weir	to	adjust	
his	rhythm	playing	to	include	more	of	a	melody	feel.	It	was	at	this	point	in	time	that	
‘Dancing	in	the	Street’	evolved	further	and	became	part	of	the	layer	4	structure	by	
becoming	inserted	into	song	cycles,	including	the	6/9/76	concert	which	featured	
Dancing	in	the	Street	>	Warf	Rat	>	Around	and	Around,	and	the	6/17/76	show	with	
Help	>	Slipknot	>	Franklin’s	Tower	>	Dancing	in	the	Street	>	Samson	and	Delilah.	It	
became	popular	within	their	set	lists	of	the	time	and	between	1976	and	1979	it	was	
performed	sixty	times,	and	showed	that	the	‘dance’	version	of	the	song	proved	
popular	with	Deadheads	which	was	probably	why	it	stayed	in	this	form	even	after	
Garcia’s	death	in	1995	when	the	remaining	band	members	performed	as	‘The	Dead’	
or	‘Further’	or	most	recently	as	‘Dead	and	Company’	(Deadbase	50,	2015).	
	
6.7	Conclusions:	
In	this	chapter	I	have	demonstrated	how	the	stylistic	features	identified	throughout	
this	thesis	are	consistently	found	within	the	Grateful	Dead’s	versions	of	the	popular	
cover	song	‘Dancing	in	the	Street’.	These	are	summarized	in	Figure	6.35	above	found	
in	section	6.5.3:	Jamming	in	1969.	This	provides	evidence	that	the	features	isolated	
in	the	case	studies	in	earlier	chapters	do	not	just	occur	within	the	specific	example	
examined,	but	apply	beyond	those	individual	cases	and	represent	core	components	
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of	the	Dead’s	sound.	It	also	shows	how	the	analysis	of	a	cover	song	can	be	of	value	in	
understanding	the	playing	characteristics	of	a	band	and	shows	that	they	are	not	just	
‘filler’	music	to	bide	time,	but	integral	to	the	band’s	repertoire	and	improvisational	
experimentations.	This	was	a	concept	I	previously	explored	in	my	BMus	dissertation,	
while	looking	at	several	of	the	band’s	different	cover	songs,	‘Knocking	on	Heaven’s	
Door’,	‘Me	and	My	Uncle’	and	‘Good	Lovin’’	where	I	referred	to	this	process	as	
‘Deadification’	(Longcroft-Wheaton,	2016).	
	
	By	analyzing	the	changes	in	a	single	piece	over	time,	it	was	possible	to	observe	the	
impact	of	the	band’s	expanding	range	of	musical	interests	and	changes	in	direction.	
Throughout	this	thesis	I	proposed	that	the	Dead	started	as	a	predominantly	blues	
influenced	group,	who	subsequently	took	influence	from	many	musical	styles,	
including	Indian	Raga,	Classical	Avant-garde,	psychedelia	and	country	music	to	
produce	what	is	now	recognized	as	the	Dead’s	sound.	The	snapshots	provided	by	the	
versions	analyzed	here	reflect	these	changing	influences.	It	also	serves	to	show	how	
the	Dead	do	not	treat	their	established	repertoire	in	the	traditional	‘museum	
culture’	way,	i.e.	creating	definitive	versions	that	are	considered	so	iconic	that	they	
can	never	be	altered,	but	rather	continually	reinterpret	them	within	the	context	of	
their	new	musical	directions,	and	develop	them	for	every	show	due	to	continual	
improvisational	changes	within	the	song’s	structural	layers.	This	is	a	defining	feature	
of	the	Dead	and	was	later	to	become	a	part	of	jamband	music	in	general.				
	
The	analysis	of	the	impact	of	changing	the	lineup	of	band	members	(keyboard	
players)	provided	an	opportunity	to	understand	how	the	band’s	sound	was	
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dependent	upon	all	members	of	the	group,	and	how	the	replacement	of	a	performer	
with	a	new	player	did	not	merely	replicate	the	original	sound	but	instead	served	as	
an	influence	in	itself,	since	they	used	the	new	member’s	individual	stylistic	traits	to	
help	take	the	band	in	new	directions.	This	is	again	in	keeping	with	the	jamband	
ethos;	it	is	fundamentally	live	music,	and	the	‘definitive	work’	therefore	has	to	be	
any	live	performance	and	not	one	song	or	studio	album.	As	mentioned	before,	the	
band	were	never	that	proud	of	their	studio	work,	as	they	felt	something	was	missing	
that	they	could	never	capture	within	a	studio	environment,	since	they	were	
essentially	a	live	band	(Lesh,	2006).	This	important	idea	is	one	of	the	key	concepts	
that	separate	jambands	from	progressive	rock	groups,	and	hence	why	they	cannot	
be	categorized	together.	It	is	also	one	that	is	true	for	all	jambands,	although	most	
are	not	as	openly	critical	of	their	recorded	work	as	the	Dead	were,	and	I	feel	that	
many	later	jambands	such	as	Phish	and	Umphrey’s	McGee	tend	to	view	the	album	as	
the	bare	essence	of	the	songs,	and	that	the	improvisations	are	additional	and	can	be	
developed	whilst	on	tour.	At	least,	that	is	the	feeling	that	I	get	when	listening	to	
their	recorded	and	live	versions	of	their	songs.			
	
The	importance	of	the	Dead’s	set	lists	(and	in	a	wider	context	those	of	jambands	in	
general)	can	also	be	seen	to	evolve	over	time,	and	act	as	a	good	indicator	to	the	
stylistic	features	and	structural	layers	that	might	be	present.	These	lists	show	layer	4	
song	cycles’	presence	most	clearly,	but	also	the	type	of	songs	that	are	present	and	
which	half	of	the	concert	they	are	presented	in	not	only	suggest	the	year	of	the	
concert	but	also	how	much	improvisation	might	be	expected	(i.e.	suggesting	the	
amount	of	layer	3	interactions),	and	the	dominating	assimilated	musical	palette	that	
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could	potentially	be	expected,	e.g.	blues,	psychedelia,	country,	and	the	keyboardist	
present.	The	set	lists	also	reveal,	although	not	shown	here,	the	efforts	that	the	Dead	
would	go	to	with	shows	on	consecutive	nights	at	the	same	venue	to	keep	the	song	
choices	as	different	as	possible	whilst	still	providing	fan	favorites.	The	New	Year’s	
Eve	show	from	1971	examined	here	shows	that	the	band	opted	to	squeeze	in	as	
many	songs	as	they	could	to	please	as	many	Deadheads	as	possible,	which	had	the	
knock-on	effect	of	reducing	the	amount	of	improvisation	present	within	layer	3	of	
the	structure.	In	later	years	the	Dead	solved	this	problem	by	playing	three	sets	at	
New	Year’s	Eve	shows,	upping	the	length	of	performances	to	sometimes	over	five	
hours	long.	For	example	the	New	Year’s	Eve	show	at	the	closing	of	Winterlands	on	
12/31/78	lasted	over	four	hours	in	length,	featuring	six	song	cycles,	five	
improvisational	showcases,	and	27	songs,	see	Figure	6.46.	It	can	be	difficult	to	
definitively	identify	the	longest	show	as	the	Dead	often	played	before	their	set	with	
The	New	Riders	of	the	Purple	Sage,	performed	an	additional	acoustic	set	themselves,	
or	sometimes	played	two	concerts	on	the	same	day,	but	the	longest	Dead	show	
reported	by	fans	was	on	6/10/73	which	clocked	in	at	5	hours	8	minutes.		
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Figure	6.46:	Winterland	12/31/78	
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Sugar	Magnolia	>		 O	 Y	 7’15’’	 	 	
	
	
	
	
1	
Scarlet	Begonias	>	 O	 Y	 11’56’’	 Extended	
jam	
Fire	on	the	Mountain	 O	 Y	 13’17’’	 Extended	
jam	
Me	and	My	Uncle	>	 C	 Y	 3’09’’	 	
Big	River	 C	 Y	 7’09’’	 	
Friend	of	the	Devil	 O	 N	 10’44’’	 	
It’s	All	Over	Now	 C	 N	 8’23’’	 	
Stagger	Lee	Blues	 C	 N	 7’59’’	 	
From	the	Heart	of	Me	>	 O	 Y	 3’46’’	 	
Sunshine	Day	Dream	 O	 Y	 3’11’’	 	
Samson	and	Delilah	 O	 N	 9’15’’	 	 	
	
	
2	
Ramble	on	Rose	 O	 N	 9’30’’	 	
I	Need	a	Miracle	>	 O	 Y	 11’17’’	 Extended	
jam	
Terrapin	Station	>	 O	 Y	 12’27’’	 Extended	
jam	
Playing	in	the	Band	 O	 Y	 13’12’’	 Extended	
jam	
Rhythm	Devils	>	 O	 Y	 19’29	 Y	
Not	Fade	Away	>	 C	 Y	 19’35’’	 Y	
Around	and	Around	 C	 N	 9’14’’	 	
Dark	Star	>	 O	 Y	 11’53’’	 Y	 	
	
	
3	
The	Other	One	>	 O	 Y	 4’55’’	 	
Dark	Star	>	 O	 Y	 1’09’’	 	
Warf	Rat	>	 O	 Y	 11’08’’	 Y	
St	Stephen	>	 O	 Y	 7’51’’	 	
Good	Lovin’	>	 C	 Y	 11’01’’	 Y	
Casey	Jones	>	 O	 Y	 5’17’’	 	
Johnny	B	Goode	 C	 Y	 7’07’’	 	
We	Bid	You	Goodnight	 C	 N	 4’13’’	 	
	
Given	the	nature	of	the	Dead’s	style	of	improvised	music	and	the	‘uniqueness’	of	
every	concert	it	is	impossible	to	get	an	accurate	consensus	from	fans	on	favorite	
shows	and	set	lists,	and	it	is	instead	easier	to	obtain	information	on	favorite	tours,	
years,	song	cycles	and	keyboardists.		
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																																				Epilogue:	
	
																				Music	goes	way	back	before	language	does,	and	music	is	
																				like	the	key	to	a	whole	spiritual	existence	which	this	society		
																			doesn’t	even	talk	about.	We	know	it’s	there.	The	Grateful	Dead	
																			plays	at	religious	services	essentially.	We	play	at	religious		
																			services	of	the	new	age.	Everybody	gets	high,	and	that’s	what	
																			it’s	all	about	really.	Getting	high	is	a	lot	more	real	than	
																				listening	to	a	politician.	You	can	think	that	getting	high	actually	
																			did	happen,	that	you	danced,	and	got	sweaty	and	carried	on.	It		
																			really	did	happen.	I	know	when	it	happens.	I	know	it	when	it		
																			happens	every	time	
																																																																																																																														(Garcia)	
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Epilogue:	
In	this	thesis,	I	have	established	strong	foundations	for	the	continuation	of	academic	
research	into	the	Grateful	Dead’s	music.	To	date	most	of	the	research	surrounding	
this	unique	group	has	concentrated	on	the	intriguing	social	scene	and	developing	
counterculture,	and	I	believe	that	my	work	has	gone	some	way	to	addressing	this	
imbalance	in	academic	focus	and	brought	the	music	back	to	the	center	of	enquiry	in	
a	way	previously	overlooked,	recalibrating	attention	to	what	the	band	originally	set	
out	to	produce,	and	considered	most	important:	live	music.	Arguably	one	of	the	
most	important	features	of	the	Dead’s	legacy	that	they	passed	on	to	the	next	
generation	of	jambands	was	the	importance	of	the	live	event,	and	the	critical	
interactions	that	took	place	between	the	band	and	its	fans	that	they	deemed	
necessary	in	the	creation	of	a	unique	musical	experience,	and	this	still	retains	its	
importance	within	all	modern	jambands.	
	
One	of	the	questions	that	I	asked	at	the	opening	of	this	thesis	was	whether	or	not	
conventional	musical	notation	was	an	adequate	or	appropriate	tool	for	studying	this	
kind	of	experimental,	highly	improvised	music.	I	have	found	throughout	the	process	
of	transcribing	a	number	of	their	works	that	whilst	this	approach	has	its	limitations	
and	pushes	the	boundaries	of	Sibelius’s	design,	it	did	provide	a	robust	foundation	for	
analysis	of	the	case	studies	examined	here	which	covered	a	wide	range	of	the	Dead’s	
different	styles.	I	therefore	believe	that	it	was	a	suitable	method	to	use	for	
representing	the	band’s	music.	It	has	the	benefits	of	enabling	the	Dead	to	be	
evaluated	within	the	same	constructs	as	other	styles	of	music,	both	from	within	the	
popular	music	context	and	the	wider	fields,	including	classical	music.	As	it	utilizes	the	
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standard	language	of	musicology,	it	makes	the	examples	easily	understood	without	
further	complications	or	erecting	boundaries	between	the	music	and	its	meanings.	A	
risk	that	can	potentially	occur	when	developing	custom	notational	systems	is	that	it	
might	alienate	the	more	‘casual’	observer	and	prevent	easy	comparisons	to	other	
areas	of	popular	music,	which	is	important	given	that	the	Dead	draw	on	so	many	
other	musical	styles	for	influence,	and	the	methods	of	scrutiny	must	therefore	be	
applicable,	and	work	well	for	all	of	them.	For	their	live	performances,	the	Dead	
typically	adhered	to	conventional	instrumentation,	which	helped	in	this	regard.	It	is	
possible	that	for	their	most	experimental	albums	Anthem	of	the	Sun	(1968)	and	
Aoxomoxoa	(1969)	this	approach	would	have	been	less	successful,	and	
representation	beyond	that	of	the	standard	musical	score	would	have	been	required	
to	coexist	alongside	the	standard	notation.		
	
Like	many	experimental	performers,	the	Grateful	Dead	were	less	concerned	with	a	
prescriptive	or	defined	score	but	were	more	excited	about	the	process	of	generating	
action	within	a	given	situation	corresponding	to	a	number	of	‘rules’	which	defined	
Deadness	as	previously	discussed,	even	if	in	practice	they	acted	as	guidelines.	This	is	
most	evident	in	their	poly-instrumental	jams.	This	is	a	theory	discussed	by	Nyman	in	
his	book	Experimental	Music	and	the	concepts	he	investigates	for	arranging	such	
events	could	be	of	value	in	instructing	others	in	how	to	perform	a	Grateful	Dead-
inspired	jam	(Nyman,	1999,	4).	However,	I	feel	it	is	of	limited	value	for	analysis	and	
that	such	tools	could	be	built	from	the	findings	rather	than	contributing	to	
developing	them.	Elaine	Gould’s	‘Behind	Bars’	discussed	numerous	ways	of	providing	
suitable	notation	including	that	for	electroacoustic	music	and	offers	the	freedom	of	
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choice,	and	from	these	I	believe	that	the	addition	of	short	descriptions	on	the	score	
is	the	most	appropriate	addition	that	provides	constructive	and	helpful	information	
when	notating	the	Dead’s	music	(Gould,	2011).	
	
I	do	not	feel	that	graphical	scores	such	as	those	used	by	Cage	and	Reich	would	have	
provided	a	helpful	means	of	notating	the	Dead’s	music,	capable	of	offering	a	
reproducible	representation	of	their	music.	Typically,	most	Grateful	Dead	music	is	
not	freeform	and	consists	of	a	structure,	which	a	graphical	score	would	have	trouble	
reconstructing.	I	have	noted	the	use	of	jazz	style	lead	sheets	by	the	additional	
members	accompanying	the	live	performances	of	their	50th	anniversary	shows.	But	a	
key	problem	of	notation	is	where	the	Dead	position	their	notes	in	the	bar,	in	that	
they	do	not	adhere	to	‘conveniently’	placed	points	for	the	notation	to	express,	much	
the	same	as	swing	is	notated	in	one	way	and	played	in	another.	This	is	best	
understood	through	a	combination	of	conventional	notation,	supplementary	
annotation	and	listening	to	their	recordings	to	understand	how	these	extended	
notations	are	to	be	interpreted.	I	would	suggest	that	in	this	digital	era	the	latter	
point	should	not	be	underestimated	as	I	feel	listening	is	a	very	powerful	tool	for	
understanding	their	music,	and	thankfully	the	Dead’s	habit	of	recording	their	shows	
has	left	an	almost	definitive	record	of	their	playing	over	their	entire	career,	which	
was	also	a	characteristic	passed	on	in	their	legacy	to	newer	jambands	who	are	now	
continuing	to	lay	down	complete	audio	histories,	except	that	given	the	availability	of	
newer	technologies,	they	are	also	leaving	far	more	video	recordings	due	to	the	
popularity	of	live	streaming	of	shows	within	the	jamband	communities.	
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The	notation	used	throughout	this	thesis	was	of	course	presented	to	illustrate	the	
musical	outlines	that	the	band	were	performing.	For	the	analysis	of	each	work	that	
followed,	many	additional	methods	were	developed	to	help	with	the	analysis	and	to	
represent	better	the	approaches	that	the	band	were	using	within	their	music.	With	
respect	to	these	new	analytical	techniques	that	I	developed	for	this	thesis,	my	
layered	approach	to	analysis	used	throughout	the	chapters,	in	which	the	music’s	
features	are	structured	into	four	layers	(chapter	1),	provided	an	essential	framework	
for	the	analysis	of	the	Dead’s	music	that	could	be	applied	to	the	examination	of	
other	jamband	music	as	well.	The	four	suggested	layers	appear	within	all	jamband	
structures,	and	could	potentially	serve	as	a	fundamental	tool	for	the	comparison	of	
workings	between	different	jambands.	Creating	structural	analysis	tables	of	the	
songs	also	worked	effectively	to	give	an	overview	of	the	songs’	musical	landscape,	
providing	easier	access	to	important	areas	within	potentially	very	long	songs	and,	
similarly	to	the	layer	model,	could	be	used	in	the	comparison	of	similarities	and	
differences	between	jambands.	Improvisational	jams	pose	a	particular	problem	for	
analysis,	and	I	feel	that	the	tools	developed	within	Chapter	3,	including	a	
diagrammatic	representation	of	the	exchange	of	musical	ideas	between	band	
members	(Figure	3.6),	demonstrated	structure	within	seamlessly	directionless	jams,	
which	challenges	the	commonly	held	misbelief	that	jamband	improvisations	lack	
structure.	However,	although	it	provides	evidence	of	patterns	within	the	playing	
from	the	point	of	view	of	analysis,	it	cannot	prove	whether	the	band	were	
consciously	aware	of	this	process	or	whether	it	was	something	that	they	followed	
subconsciously	when	shaping	their	music.	It	also	provides	information	on	the	roles	
and	the	type	and	extent	of	the	interactions	between	band	members	within	a	jam,	
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and	would	similarly	be	a	tool	that	could	be	transferred	to	the	analysis	of	other	
jamband	music.	
	
Analyzing	the	set	lists	from	different	shows	helped	to	contextualize	an	individual	
song	within	the	wider	soundscape	of	a	concert.	I	feel	that	for	the	Dead	and	jamband	
music	more	generally	this	is	a	necessary	process,	which	has	been	demonstrated	
throughout	this	thesis.	Whilst	jambands	do	not	have	fixed	set	lists	to	which	they	
adhered	show	after	show,	or	fall	into	the	rigid	structure	of	a	concept	album	as	found	
in	progressive	rock	shows	such	as	Pink	Floyd’s	The	Wall	(being	performed	as	a	whole	
album	in	a	particular	order),	it	is	evident	that	a	much	looser	yet	important	
association	between	pieces	did	exist.	In	particular,	a	balance	between	tracks	used	for	
improvisational	showcases,	more	conventional	songs	and	song	cycles	meant	that	
each	song	did	form	a	part	of	a	bigger	singular	event,	and	even	its	positioning	within	a	
set	list	was	important.	This	fluidic	association	could	easily	be	overlooked,	but	I	
believe	represents	an	important	aspect	of	what	jamband	music	is	about,	and	fitted	
within	the	widely	held	countercultural	beliefs	of	the	time.		
	
In	returning	to	the	question	at	the	heart	of	this	thesis,	concerning	the	definition	of	a	
jamband,	my	expansion	of	Conners’	characteristics	described	in	Chapter	1	has	been	
shown	to	yield	an	accurate	and	applicable	list	to	which	to	compare	a	band’s	features	
when	endeavoring	to	establish	whether	it	is	a	jamband	or	not.	From	the	information	
obtained	throughout	the	many	analyses	presented	within	this	thesis	I	do	not	feel	
that	a	shorter	definition	could	easily	be	formulated	that	is	also	accurate	and	does	
justice	to	the	essence	of	a	jamband.	The	complexities	demonstrated	throughout	this	
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work	illustrate	why	this	music	manages	to	evade	a	simple	or	concise	description;	the	
assimilation	of	multiple	musical	styles,	and	attitudes	towards	playing	and	stylistic	
diversity	whilst	retaining	a	core	sense	of	identity,	are	contributory	factors	in	this	
respect.	It	is	my	hope	that	my	adapted	list	will	serve	to	act	as	a	useful	set	of	
guidelines	by	which	to	identify	potential	jambands,	and	help	to	guard	against	the	
previously	discussed	problem	of	the	category	being	used	as	an	umbrella	term	for	any	
band	that	features	improvisation	and	does	not	fit	neatly	into	other	styles	or	genres.	
The	harder	problem	to	resolve	is	how	to	remove	the	perceived	stigma	that	band’s	
feel	is	attached	to	the	terms	jambands	and	‘noodling’,	and	their	reluctance	to	be	
associated	with	them.	I	personally	feel	that	the	term	‘jamband’	serves	as	a	good	
description	of	the	type	of	music	that	can	be	expected	from	such	a	group,	which	has	
over	time	become	widely	recognized	and	hence	needs	to	remain	in	place	rather	than	
a	substitute	such	as	the	term	‘festival	band’,	which	Conners	proposed	as	a	neutral	
replacement	that	did	not	provoke	strong	emotions	on	the	band’s	side	(Conners	
2013).	I	feel	that	the	latter	term	is	somewhat	unhelpful,	given	that	the	majority	of	
bands,	irrespective	of	genre	(e.g.	metal,	pop,	rap	etc.),	typically	all	perform	at	music	
festivals,	which	would	therefore	create	more	confusion	than	it	resolves.	‘Noodling’	is	
also	an	important	term	within	the	context	of	jamband	music	and	one	that	I	feel	
describes	their	type	of	improvisation	well.	I	do	not	feel	that	it	is	a	negative	term,	or	
one	that	trivializes	their	performance	skills	and	musical	output,	but	implies	(as	I	
discussed	in	Chapter	3)	a	specific	and	unique	form	of	improvisation	that	takes	place	
in	jamband	improvisations	and	helps	to	create	poly-improvisational	jams	‘Noodling’	
should	therefore	be	considered	as	a	particular	form	of	improvisation	in	its	own	right,	
in	which	phrases	are	not	just	deemed	short	and	directionless	to	minimize	their	
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importance,	but	they	are	recognized	as	deliberately	so	for	the	reason	of	instigating	
poly-instrumental	jams,	allowing	ideas	to	be	passed	between	band	members	and	
adjusted	freely	and	easily,	creating	multiple	opportunities	for	changes	in	direction	
and	allowing	any	member	of	the	band	to	control	the	direction	of	the	jam.		
	
This	thesis	finishes	in	1973,	with	the	loss	of	McKernan	closing	an	important	chapter	
in	the	Grateful	Dead’s	career.	However,	this	was	not	by	any	means	either	an	end	to	
the	Dead,	nor	did	their	sound	cease	to	evolve	over	the	next	22	years	up	until	Garcia’s	
death	in	1995.	It	is	not	uncommon	for	long-running	bands	in	their	later	years	to	
become	increasingly	dominated	by	the	legacy	of	their	own	works,	with	their	concert	
tours	essentially	forming	crowd-pleasing	successions	of	greatest	hits	embodying	the	
ideals	of	a	museum	culture,	where	some	songs	are	prioritized	over	others.	A	good	
example	of	this	is	seen	with	the	Rolling	Stones,	for	whom	a	concert	set	could	hardly	
be	imagined	without	‘Start	Me	Up’,	‘Brown	Sugar’,	‘Satisfaction’,	‘It’s	Only	Rock	and	
Roll’	and	‘Sympathy	for	the	Devil’,	since	there	are	certain	songs	that	they	simply	
have	to	play	in	order	to	keep	their	fans	happy.	However,	I	do	not	feel	that	this	
applies	to	the	Dead,	as	the	band	and	its	fans	have	different	expectations	from	those	
of	other	groups.	It	is	not	uncommon	for	jambands	to	maintain	a	large	repertoire	of	
available	songs	with	a	notable	example	demonstrated	by	Phish	in	2017,	when	they	
played	thirteen	shows	over	seventeen	nights	which	featured	a	total	of	237	songs	
without	any	repeats.	The	improvisational	nature	of	jamband	music	also	makes	each	
concert	a	unique	experience,	and	fans	would	expect	each	night	to	be	markedly	
different,	as	they	would	typically	attend	shows	over	multiple	nights.	When	touring	
after	a	new	album	release	it	was	not	uncommon	for	the	Dead	to	heavily	feature	their	
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new	material,	and	there	were	favored	tracks,	which	appeared	more	frequently	than	
others,	but	these	would	vary	quite	considerably	between	performances	in	both	their	
layer	2	and	3	improvisation	and	the	album	tracks	chosen.	This	aspect	of	jamband	
music	would	constitute	one	fertile	area	for	future	research.		
	
Between	1973	and	1979,	Godchaux	took	McKernan’s	place	at	the	keyboard,	and	the	
band	released	five	albums,	Wake	of	the	Flood	(1973),	From	the	Mars	Hotel	(1974),	
Blues	for	Allah	(1975),	Terrapin	Station	(1977)	and	Shakedown	Street	(1978),	as	well	
as	a	Grateful	Dead	movie	(1977)	during	this	six-year	period,	along	with	several	very	
popular	live	albums.	Stanley,	on	release	from	prison	for	the	manufacture	of	LSD,	also	
contributed	to	the	Dead’s	live	sound	with	the	‘wall	of	sound’	and	a	setup	for	
Godchaux’s	grand	piano	that	enabled	it	to	be	used	in	the	live	environment.	From	
1979	to	1990	Mydland	replaced	Godchaux	and	contributed	to	three	of	the	band’s	
albums,	Go	to	Heaven	(1980),	In	the	Dark	(1987)	and	Built	to	Last	(1989).	After	
Mydland’s	death,	in	Spring	1990,	he	was	replaced	until	Garcia’s	death	in	1995	by	
Vince	Welnick	and	for	some	time	(1990-1992)	by	Bruce	Hornsby	as	well.		
	
Even	after	Garcia’s	death	and	the	end	of	the	band	officially	performing	under	the	
iconic	name	of	the	Grateful	Dead,	their	members	continued	to	contribute	to	the	
jamband	scene,	either	leading	their	own	independent	projects,	or	as	varying	
collections	of	surviving	members	in	groups	such	as	the	Other	Ones	featuring	Weir,	
Lesh	and	Hart	(1998-2002),	the	Dead	consisting	of	Weir,	Lesh,	Hart	and	Kreutzmann	
(2003-2009),	Furthur	featuring	just	Weir	and	Lesh	(2009-2015)	and	most	recently,	
Dead	and	Company	consisting	of	Weir,	Hart	and	Kreutzmann	with	John	Mayer	taking	
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the	role	of	lead	guitar	(2015-present).	The	Dead’s	members	Weir,	Lesh,	Kreutzmann	
and	Hart	officially	performed	five	shows	under	the	Grateful	Dead’s	name	for	their	
50th	anniversary	in	2015	with	Trey	Anastasio	(Phish)	providing	guitar	and	Bruce	
Hornsby	and	Jeff	Chimenti	(RatDog,	Dead	and	Company)	on	keyboards.	
	
It	is	important	to	acknowledge	that	Weir,	Lesh,	Kreutzmann	and	Hart	are	now	in	
their	mid	to	late	seventies,	and	have	been	playing	together	for	over	53	years,	but	
they	are	still	consistent	live	performers	playing	regular	shows	of	over	three	hours	in	
length	per	night.	They	therefore	remain	active	contributors	within	the	jamband	
scene,	playing	32	shows	in	2018	as	Dead	and	Company	alone,	not	to	mention	their	
other	solo	or	group	outings.	
	
The	Grateful	Dead	were	unquestionably	the	first	jamband,	and	provided	a	source	of	
inspiration	for	many	other	groups	which	can	broadly	be	divided	into	different	
‘generations’	with	the	first	generation	consisting	of	the	Grateful	Dead	(1965–1995)	
and	The	Allman	Brothers	band	(1969–1976,	1978-1982	and	1982-2014)	the	second	
including	jambands	such	as	Phish	(1983-),	Ozric	Tentacles	(1983-),	Widespread	Panic	
(1986-)	and	the	Blues	Travelers	(1987-),	and	the	third	generation	bands	such	as	
Umphrey’s	McGee	(1997-),	The	String	Cheese	Incident	(1993-),	the	Derek	Trucks	
Band	(1994-)	and	the	Disco	Biscuits	(1995-).	First	generation	jambands	are	therefore	
considered	to	occupy	the	time	frame	of	the	mid	1960s	to	mid	1980s,	with	second	
generation	bands	active	from	the	mid	1980s	to	the	mid	1990s	and	third	generation	
jambands	becoming	known	from	the	mid	1990s	to	the	mid	2000s.	The	boundaries	
can	vary	by	a	few	years	depending	on	the	source	from	which	it	originated,	but	the	
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bands	named	above	are	generally	considered	to	be	identified	with	the	generations	
specified.	Whilst	these	jambands	have	all	gone	in	numerous	different	directions,	and	
often	utilized	technology	and	techniques	not	found	within	the	Dead’s	music,	it	is	my	
contention	that	their	influence	is	nonetheless	apparent	and	that	these	groups	are	
indebted	both	to	the	Dead’s	success	and	(given	the	need	for	there	to	be	a	gap	in	the	
market	to	fill)	their	subsequent	disbanding	in	1995.	Elements	have	been	adopted	by	
the	majority	of	jambands	which	show	direct	links	to	the	influence	of	the	Grateful	
Dead,	including	that	of	splitting	shows	into	two	sets	(three	for	the	New	Year	Eve	
shows),	the	huge	variety	within	set	lists	and	the	number	of	songs	that	jambands	tend	
to	keep	prepared	for	performance,	the	inclusion	of	song	morphing	and	the	
subsequent	creation	of	song	cycles,	the	reliance	on	a	layered	structure	dependent	
on	poly-instrumental	improvisations	the	importance	of	the	live	show	and	the	
necessity	for	tonal	ambiguity,	all	of	which	are	considered	key	features	of	jambands.	
These	groups	would	provide	ideal	focal	points	in	their	own	right	for	future	research	
on	jamband	music,	as	very	little	research	has	been	undertaken	on	any	newer	
jambands,	not	even	in	relation	to	the	countercultural	scene.	Some	of	the	more	
technically	minded	jambands	such	as	Umphrey’s	McGee	produce	short	discussions	
via	their	websites	about	their	music	themselves,	discussing	such	topics	ranging	from	
the	creative	process	involved	in	their	music	to	how	they	developed	communication	
between	band	members	on	stage	to	smooth	out	transitions	between	song	morphs	
and	changes	of	key	or	time	signature	(www.umphreys.com).	These	online	broadcasts	
open	up	an	avenue	of	communication	between	jambands	and	their	fans	that	were	
not	available	to	the	Dead.	The	dynamic	nature	of	the	interactions	between	band	
members	and	their	audience	has	always	been	a	core	feature	of	this	type	of	music,	
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and	the	example	of	Umphrey’s	McGee	demonstrates	how	the	scene	is	adapting	and	
embracing	new	technology	to	continue	this	process.	I	believe	that	there	would	
therefore	be	value	to	conducting	research	examining	these	interactions	and	whether	
they	influence	subsequent	performances.		
	
One	observation	that	I	have	made	during	my	research	is	that	jambands	typically	
maintain	steady	and	long	term	lineups,	a	point	also	noted	by	Malvinni	and	Conners	
(Malvinni,	2013	and	Conners,	2013).	The	unanticipated	death	of	a	member	can	result	
in	new	influences	being	introduced,	but	this	is	within	the	confines	of	a	stable	core	
membership	for	the	band,	easing	the	transition	to	a	new	equilibrium.	It	is	my	
contention	that	this	is	of	importance	to	jambands	given	their	dependence	on	
improvisation,	and	the	necessity	for	the	individual	band	members	to	listen	closely	to	
each	other	during	performances.	The	ability	to	be	able	to	understand	and	predict	
where	your	fellow	performers	might	take	the	music	and	the	types	of	thing	they	
might	do	in	performances,	only	comes	through	an	extended	time	of	playing	
together,	and	improves	over	time	allowing	a	smoothness	and	sense	of	freedom,	key	
requirements	for	a	band	to	be	considered	a	jamband.	Many	non-jambands	feature	
continual	lineup	changes	over	time	(e.g.	Guns	n	Roses,	Yes,	Jefferson	Airplane,	Deep	
Purple	and	King	Crimson	to	name	but	a	few),	but	they	are	not	fundamentally	reliant	
on	improvisation	and	their	songs	generally	remain	very	similar	from	performance	to	
performance	despite	perhaps	some	modest	improvisation	in	solo	sections.	
Paradoxically	however,	jamband	members	frequently	play	with	each	other’s	bands	
still	including	substantial	length	improvisations,	although	whether	the	jams	are	of	
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the	same	intricacy	as	when	performing	in	their	own	bands	would	be	another	area	
where	further	research	is	needed.		
	
The	Grateful	Dead	made	characteristic	musical	transitions	through	the	technique	of	
song	morphing,	and	these	transitions	have	gone	on	to	become	important	in	other	
jambands	and	potentially	other	styles	of	music	such	as	Electronic	Dance	Music	
(EDM)	although	a	direct	connection	between	them	is	more	difficult	to	substantiate.	
This	music,	whilst	in	many	ways	quite	different	from	the	Grateful	Dead,	is	similarly	
representative	of	an	underground	‘countercultural’	movement,	with	an	emphasis	on	
the	present	and	with	its	associations	with	mind	altering	drugs.	Furthermore,	some	of	
the	later	jambands	such	as	‘Ozric	Tentacles’	(1983	-)	and	‘Disco	Biscuits’	(1995	-)	
have	incorporated	elements	of	EDM	into	their	soundscapes.	This	assimilation	of	
newer	styles	into	jamband	performances	is	not	surprising	given	the	range	of	musical	
backgrounds	that	jamband	musicians	tend	to	have,	and	it	would	be	naive	not	to	
suppose	that	as	newer	bands	formed,	they	would	not	include	an	even	more	diverse	
range	of	influences.	In	EDM	seamless	transitions	between	tracks	are	considered	
essential,	but	are	achieved	in	a	different	manner	from	the	process	used	by	the	Dead.	
Transitions	may	be	achieved	in	several	ways.	First	by	a	DJ,	who	uses	a	mixing	desk	or	
laptop	to	blend	tracks	together	by	leaving	out	the	bass	of	the	track	being	mixed	in,	
and	removing	the	previous	track’s	bass	once	the	new	bass	line	‘hits	in’.	Second,	
playing	both	of	the	tracks	that	are	required	to	be	mixed	together,	whilst	dropping	
the	faders	on	both	bass	lines,	quieting	the	track	and	increasing	the	clarity	of	the	
sound	or	creating	a	series	of	quick	cuts	at	precise	timings	and	introducing	the	new	
material	through	the	continual	adjustment	of	the	EQ	to	blend	the	tracks	together	in	
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the	most	appropriate	mix.	Third,	through	beat	matching,	which	is	a	mixing	technique	
where	a	record	is	played	at	a	speed	to	match	the	tempo	of	the	current	track	and	
effects	such	as	filters,	delay,	pitch	shifting	and	flanger	are	used	to	bring	the	sounds	
together.	Unlike	the	music	created	by	the	Dead,	which	was	presented	live,	these	
transitions	can	only	be	achieved	from	recordings	with	a	DJ	‘performing’	the	mix	live	
to	the	dancing	audience.	It	requires	recording	technology	that	was	unavailable	to	the	
Dead	in	the	1960s.	Nevertheless,	there	are	similarities	in	their	basic	principles.	I	
would	argue	that	EDM	is	working	with	sound	directly	and	is	quite	detached	from	the	
traditional	process	of	music	creation,	and	that	a	good	DJ	would	not	need	to	read	
music	or	understand	conventional	music	theory	(Snoman,	2013).		
	
In	the	same	way	that	there	is	much	more	music	in	the	Dead’s	career	as	yet	
unexplored	by	scholarship,	the	examination	of	each	chapter	in	this	thesis	only	begins	
to	examine	the	Dead’s	works	between	1965	and	1973.	I	have	provided	a	solid	
foundation	of	the	core	aspects	of	the	Grateful	Dead’s	style	or	‘Deadness’	during	this	
period,	without	by	any	means	exhausting	the	possibilities	for	exploration	of	their	rich	
output	in	these	years.	I	anticipate	that	further	analysis	of	works	from	within	(or	
indeed	beyond)	this	time	period	will	potentially	unearth	further	subtleties	in	their	
playing	and	their	jamming	approaches.	In	particular,	as	hinted	above,	analysis	of	the	
studio	albums	Anthem	of	the	Sun	and	Aoxomoxoa	would	be	productive	and	would	
uncover	elements	to	their	creativity	that	are	not	evident	within	their	live	
performances.	There	is	likewise	more	to	be	uncovered	with	respect	to	the	Dead’s	
approach	to	improvisation,	in	particular	how	band	members	communicate	during	
live	events	and	how	this	changed	over	time	and	with	technological	advancements.	
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This	would	make	an	illuminating	focus	for	future	research	as	compared	to	analogous	
approaches	taken	by	the	second	and	third	generation	Jambands.	
	
																													Sometimes	the	light’s	all	shining	on	me	
																														Other	times	I	can	barely	see	
																														Lately	it	occurs	to	me	
																														What	a	long	strange	trip	it’s	been	
																																																											(Hunter,	1970,	‘Truckin’’)	
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Appendix	1:	Structural	event	analysis	of	Big	Boss	Man.	
Formal	
Element	
Timing	 Commentary	
Intro	 0.00	 Structurally	consists	of	eight	bars	of	the	root	chord	E	major	(I)	
Establishes	the	home	key	of	the	track	through	a	riff	that	was	present	in	the	original	recording	but	was	understated.	Garcia	repeats	this	riff	
throughout	the	song	in	several	different	versions.	This	main	riff	opens	the	track	on	its	own	with	no	accompanist	
Introduces	the	E	major	and	minor	pentatonic	scales	within	the	lead	guitar	melody	
Bass	guitar	enters	at	0.02	min	with	two	bars	of	the	held	tonic	note	of	E,	before	starting	a	‘walking’	bass	pattern	at	bar	3,	0.05	min,	and	
introducing	a	selection	of	fifteen	repeated	bass	patterns,	with	this	section	including	one	pattern	1	and	four	pattern	2.	
	
			 											 	
The	bass	patterns	run:	|-,9,9,1|2,2,2,2|	
Drums	start	with	only	the	high-hat	at	0.04	min,	marking	out	the	4/4	time-signature,	before	starting	up	the	continuing	pattern	of	kick	and	hi-
hat	on	beat	one	and	three	and	snare	on	two	and	four	at	0.13.49	
The	lyrics	start	as	an	elision	on	the	last	bar	of	the	intro	at	0.12	min	
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Formal	
Element	
Timing	 Commentary	
Verse	1	 0.13	 The	first	verse	section	establishes	the	tracks	variation	on	the	twelve-bar	blues	chord	progression	in	the	form	of	a	twenty-four	bar	blues	
I		–		I		–		I		–		I			|			I		–		I		–		I		–		I			|			IV	–	IV	–	IV	–	IV		|			I		-		I		-		I		-		I			|			V	–	V	–	IV	–	I			|			I		-		IV		-		I		-		V		
The	progression	remains	similar	throughout	the	track	but	does	show	some	variation	
Lyrics	start	with	an	elision	on	the	last	bar	again,	with	call	and	response	between	vocals	and	instruments,	with	Pigpen	adding	characteristic	
embellishments	onto	particular	words		
Seven	different	bass	patterns	are	used,	with	pattern	two	establishing	itself	as	the	most	dominant	shape.	In	sequence,	they	run:	
|2,2,2,3|2,4,2,4|2,5,2,2|2,3,2,6|2,7,8,3|2,2,2,2|																																								
					
The	other	bass	patterns	feature	to	create	movement	at	the	start	and	end	of	the	four	bar	segments	
Garcia	establishes	his	intention	to	continually	reintroduce	the	main	riff	throughout	the	sections,	whilst	frequently	swapping	between	the	E	
major/minor	pentatonic	scales	
All	members	of	the	band	swap	between	the	E	major/minor	pentatonic,	but	not	together,	creating	a	continual	overall	mix	of	the	two	
Lesh	begins	to	develop	his	tendency	to	start	on	a	different	note	or	1st	or	2nd	inversion	and	progress	to	the	character	note	later	within	the	bar	
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Formal	
Element	
Timing	 Commentary	
	
Verse	2	 0.52	 The	twenty-four	bar	pattern	remains	the	same	for	the	first	sixteen	bars	of	the	pattern	but	shows	variation	for	bar	twenty	and	the	last	four	
bars	
I		–		I		–		I		–		I		|		I		–		I		–		I		–		I		|		IV	–	IV	–	IV	–	IV		|		I		–		I		–		I		–		I			|		V		–		V		–		IV		–		IV		|		I		–		IV		–		I		–		V		
Similar	to	the	verse	1	section,	with	the	harmonica	solo	beginning	through	an	elision	on	bar	twenty-four,	following	the	pattern	established	by	
the	lyrics	
This	section	is	more	lyrically	busy,	as	is	typically	the	case	with	the	blues,	and	featuring	one	of	the	few	changes	heard	from	the	originals	lyrics	
Seven	different	bass	patterns	were	used	in	this	section	by	Lesh,	with	pattern	2	still	dominant,	but	opening	on	pattern	3,	an	event	only	
repeated	in	the	guitar	solo’s	opening,	usually	pattern	2	was	established	first	before	deviating	from	it.	In	order,	they	run:	
|3,3,3,2|2,2,9,9|2,10,3,3|2,2,2,11|12,13,2,2|2,2,2,2|	
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Formal	
Element	
Timing	 Commentary	
	
Harmonica	
solo	
1.30	 The	pattern	for	this	section	shows	some	variation	from	the	established	format	
I		–		I		–		I		–		I		|		I		–	I		–	V	–	V		|		IV	–	IV	–	IV	–	IV		|		I		–		I		–		I		–		I		|		V	–		V		–		IV		–		IV		|		I		–		V		IV		–		I		–		V	
The	solo	features	an	added	V	chord	at	bat	7	and	8	
Pigpen	sticks	to	short	phrases,	typically	ending	with	a	sustained	note.	His	melody	features	lots	of	vibrato	and	note	bending,	keeping	a	strong	
blues	feel	
Weirs	rhythm	keeps	the	harmonic	progression	in	shape,	Garcia’s	guitar	plays	versions	of	the	main	riff	keeping	his	line	more	static,	while	Lesh	
uses	Six	different	bass	patterns	with	pattern	two	remaining	dominant	again.	His	melody	also	features	a	melodic	rise	and	fall	contour	over	
the	four	bar	sections.	The	patterns	take	the	order	of:	|2,2,2,2|2,2,14,2|2,15,2,3|2,15,2,2|16,3,2,2|2,17,2,2|	
																											
Garcia’s	guitar	steps	back	within	the	sound	box	to	allow	the	harmonica	to	step	in	at	the	front,	and	the	bass	to	become	the	second	melody		
This	section	features	a	snare	drum	roll	at	1.43	min,	which	is	one	of	the	few	deviations	from	the	percussions	established	pattern	within	the	
whole	track	
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Formal	
Element	
Timing	 Commentary	
	
Guitar	solo	 2.09	 Garcia’s	guitar	solo	changes	from	the	establish	and	begins	on	the	first	bar	rather	than	with	an	elision	
I		-		I		-		I		-		I		|		I		-		I		-		I		-		I		|	IV	–	IV	–	IV	–	IV		|		I		-		I		-		I		-		I		|		V	–	V	–	IV	–	IV		|		I		-		I		-		V		-		V	
Last	four	bars	alter	slightly,	before	the	vocals	begin	the	third	verse	re-establishing	the	use	of	the	elision	
Seven	different	bass	patterns	used	with	pattern	two	remaining	dominant.	It	retains	it	prominent	forward	position	within	the	sound	box,	and	
intertwines	its	melody	with	the	guitar.	The	bass	patterns	in	order	are:	|3,3,15,2|2,2,2,6|2,14,18,2|2,2,2,2|5,2,2,2|19,2,2,2|								
Garcia’s	still	reworks	the	main	riff	from	the	opening	throughout	the	section	but	also	introduces	more	rhythmic	sections	to	his	playing	
Features	a	drum	roll	at	2.21	min,	the	only	other	time	where	a	change	from	the	established	pattern	can	be	heard	
	
Verse	3	 2.47	 Returns	to	the	original	chord	progression	of	|I		–		I		–		I		–		I			|		I		–		I		–		I		–		I		|		IV	–	IV	–	IV	–	IV		|		I		-		I		-		I		-		I		|		V	–	V	–	IV	–	I		|		I		-		I		-		I		-		I		
|	
Seven	different	bass	patterns	used,	with	pattern	two	remaining	dominant,	and	the	bass	steps	back	within	the	sound	box	to	allow	the	lyrics	
to	take	the	forefront.		
The	bass	patterns	were	in	the	order:	|2,3,2,2|2,16,9,-|2,15,2,16|2,2,10,2|16,11,-,-|2,2,2,15|2,2|	
Garcia	adds	in	some	more	longer	fills,	which	depart	further	from	the	main	riff	with	a	Chuck	Berry	feel	
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Appendix	2:	Structural	event	analysis	of	‘Caution’.		
Formal	
Element	
Timing	
(min)	
Commentary	
Guitars	
(Garcia	and	Weir)	
Bass	
(Lesh)	
Organ/Harmonica	(McKernan)	
Drums	(Kreutzmann	and	Hart)	
Vocals	
	
Intro	 0.00	 Whole	piece	based	on	the	E	major	chord	or	slight	variations.	There	is	no	obvious	chord	progression.	
This	section	includes	all	instruments,	and	is	very	musically	dense	
Guitars	play	distorted	chords,	initially	in	pairs	and	then	
gradually	increasing	the	frequency	of	the	strums	until	0.29.	
	
	
	
	
Introduces	the	tracks	main	repeating	riff,	
which	is	returned	to	throughout	the	track	
acting	as	a	line	of	‘normality’,	and	a	constant	
idea	to	draw	the	band	and	music	back	
together	during	the	many	extensive	jams.	
	
	
The	introduction	section	effectively	allows	
the	bass	pattern	to	gradually	speed	up	and	
reaching	full	speed	before	the	first	jam.	
(D)	Opens	with	a	snare	roll	until	0.05	
Plays	cymbals	until	0.17	
The	main	drum	pattern	is	established,	
taking	the	shape	of	a	‘typical’	rock	track,	
with	emphasis	on	the	snare	on	the	second	
and	fourth	beat	
(O)	Becomes	audible	at	0.06	and	acts	as	a	
reply	to	the	guitar	chords.	
As	the	tempo	speeds	up	and	the	number	
of	guitar	chords	increases	at	0.17,	it	
swaps	to	more	held	chords	and	drops	out	
at	0.29.	
	
Jam	1	 0.29	
	
	
	
Jam	1a	
(0.29	-	
1.24)	
Each	jam	can	be	seen	as	individual	spheres,	linked	together	by	short	joining	passages.	Each	jamming	sphere	lasts	around	one	minute.	
The	timings	provided	for	the	jam	sections	are	approximate,	due	to	the	changes	between	spheres	being	transformational	
This	section	opens	with	a	drop	in	textural/instrumental	density	and	overall	volume	
Level	of	distortion	drops,	identifying	the	section	change	and	
helping	reduce	the	overall	density	of	the	sound.	
The	bass	acts	as	a	solo	instrumental	
introduction	to	the	section,	and	the	jam	as	a	
whole.	
Variations	to	the	main	riff	are	introduced,	
creating	a	partial	lead	melody.	
It	remains	prominent	throughout	the	whole	
section.	
(D)	The	drum	pattern	established	in	the	
introduction	fades	out,	and	a	more	
complicated	polyrhythm	begins	on	the	
snare	and	cymbals.	The	4/4	time	is	kept,	
but	a	compound	time	feel	is	implied	
through	the	use	of	triplets	
	
(G)	Enters	by	suggesting	riff	
based	ideas,	and	starts	a	
coherent	solo	at	0.59,	starting	
with	short	phrases	that	
gradually	lengthen,	introducing	
the	repetition	of	material,	
which	is	reused	and	expanded	
throughout	the	section	and	the	
piece	as	a	whole.	
	
	
	
(W)	introduces	chords	at	
0.44,	which	develops	into	a	
mixture	of	rhythm/lead	
playing,	returning	to	a	
secondary	lead	by	1’15’’	
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Formal	
Element	
Timing	
(min)	
Commentary	
Guitars	
(Garcia	and	Weir)	
	
Bass	
(Lesh)	
Organ/Harmonica	(McKernan)	
Drums	(Kreutzmann	and	Hart)	
Vocals	
	
Jam	1b	
(1.24	–	
2.15)	
The	jam	begins	to	head	in	a	different	direction,	which	is	less	dense	than	previously	seen,	and	see	a	further	drop	in	volume.	
(G)	Phrases	become	longer	
and	more	wandering,	
featuring	substantial	
gain/distortion	on	the	
guitar’s	sound:	To	describe	it	
as	guitar	‘noodling’	seems	
appropriate.	This	term	will	be	
discussed	later	on	in	the	
analysis.	
	
	 Becomes	more	minimal	
Still	returns	to	the	main	riff	at	1’39’’,	1’50’’-
1’56’’	and	1’58’’,	anchoring	the	experimental	
exploration	to	a	part	that	the	listeners	feel	
familiar	with.	
(H)	Enters	at	2’06’’	on	an	elision,	creating	
a	short	transitional	section	linking	to	jam	
1c.	
(D)	The	snare	on	the	second	and	fourth	
beat	returns	from	2’00’’.	
	
Jam	1c	
(2.15	–	
2.45)	
This	sphere	is	very	empty	and	quiet,	featuring	very	little	guitar,	bass	or	organ.	
	
Guitars	drop	out	at	2’14’’	emptying	the	sound.	
They	return	at	2’45’’	with	a	repeating	pattern,	adding	more	
movement	to	the	jam.	
Bass	drops	out	 (H)	Begins	a	rhythmically	based	pattern.	
This	signifies	the	entrance	of	a	new	
musical	sphere.	
(D)	A	Cow	Bell	pattern	starts	at	2’34’’,	
with	a	triplet	based	cymbal	pattern	
implying	a	compound	time	signature.	
	
	
Jam	1d	
(2.45	–	
3.36)	
The	instrumental	layers	build	up	throughout	the	jam,	first	adding	Garcia,	then	Weir	and	finally	Lesh,	gradually	increasing	the	density	over	time.		The	reuse	of	patterns	and	their	
interchange	between	band	members	continues	to	become	a	growing	feature	within	the	piece.	
	
(G)		Plays	repeated	riffs,	
consisting	of	a	single	melody	
line	
	
	
(W)		Plays	repeated	riffs.	
Uses	a	multi	note	based	
rhythm.	
	
	
The	bass	engages	in	a	more	prominent	role	
3’08’’	the	main	riff	is	reintroduced,	and	Lesh	
repeatedly	returns	to	it	at	3’13’’,	3’20’’-3’26’’	
and	3’33’’,	before	stopping	at	3’36’’.	
	
	
	
	
	
	
	
(H)	Exits	at	3’36’’.	 	
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Formal	
Element	
Timing	
(min)	
Commentary	
Guitars	
(Garcia	and	Weir)	
Bass	
(Lesh)	
	
Organ/Harmonica	(McKernan)	
Drums	(Kreutzmann	and	Hart)	
Vocals	
Jam	1e	
(3.36	–	
4.42)	
Diminuendo.	
	
	
	
	
	
	
	
(G)	At	4’25’’,	some	distinctive	
dissonant	two-note	bends	
are	added	until	4’42’’.	
(W)	Alternates	interchange	
with	the	bass	until	3’34’’.	
	
	
	
	
	
	
	
	(W)	Reinforces	Garcia’s	
dissonant	bends	by	playing	
just	after	them.	
Decrescendo,	and	main	riff	stopped.	
Alternates	interchange	with	the	rhythm	
guitar	until	3’34’’,	where	the	bass	then	
reverts	to	shorter	phrases.	
At	3’46’’	the	bass	plays	some	of	the	opening	
riffs	notes,	and	gradually	expands	the	phrase	
until	a	version	of	the	whole	riff	is	heard	at	
3’53’’	
4’07’’	sees	a	reintroduction	of	the	main	riff	
again,	but	only	until	4’12’’	where	it	takes	a	
more	rhythmic	melody	line	again	
	
(D)	Decrescendo.	
	
	
	
	
	
(O)	Enters	at	3’58’’,	playing	a	mixture	of	
held	chords/notes	and	riffs.	
	
Verse	1	 4.42	 Vocals	and	drums	are	dominant,	the	guitars	and	bass	remain	minimal.	All	focus	is	upon	the	vocals.	
Verse	
1a	
(4.42	–	
5.40)	
	(G)	Uses	feedback.	 	
	
(W)	Rhythmic	palm	muted	
chords	from	4’48’’.	
	
No	longer	continual,	and	used	almost	for	
sound	effect	purposes.	
(D)	A	snare	and	cymbal	pattern	is	used	
which	emphasizes	the	second	and	fourth	
beat,	but	the	feel	of	compound	time	is	
kept.	
Improvised	
vocals	
Lots	of	gliding	
through	notes.	
Verse	
1b	‘All	
you	
need’	
transiti
on	
(5.40	–	
7.40)	
Still	part	of	the	verse	section,	but	involves	vocal	improvisation,	which	was	a	typical	feature	of	Pigpen’s	singing	style.	
The	texture	starts	relatively	empty	and	adds	layers	as	the	section	progresses.	
	
Both	guitars	create	sounds	by	using	repeated	notes	with	harsh	
distortion	and	feedback.	
Creates	sounds	by	repeated	notes	and	using	
harsh	distortion	and	feedback.	
(D)	Essentially	keep	to	two	overlaid	
patterns,	with	one	drummer	creating	the	
cymbal	pattern,	and	the	other	keeping	
the	snare	and	kick	drum	pattern	going.	
Interchanges	of	
call	and	
response	
between	
McKernan	and	
Weir,	repeated	
words/	vocal	
sounds.	
	
7.00	
introduction	of	
Weir’s	falsetto	
singing,	a	
feature	found	in	
later	works.	
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Formal	
element	
Timing	
(min)	
Commentary	
Guitars	
(Garcia	and	Weir)	
Bass	
(Lesh)	
Organ/Harmonica	(McKernan)	
Drums	(Kreutzmann	and	Hart)	
Vocals	
(McKernan	and	
Weir)	
Jam	2	 7.40	
	
Jam	2a	
(7.40	–	
9.00)	
From	the	beginning	of	the	section	the	density	of	the	musical	parts	builds	up,	creating	a	more	chaotic	feel,	where	all	the	instruments	are	playing	different	fills	independent	of	
each	other	in	a	true	poly-instrumental	jam.	
Frequent	use	is	made	of	repeated	single	notes	by	all	the	performers	
Both	guitars	are	still	making	use	of	high	levels	of	distortion	and	
feedback,	a	characteristic	feature	of	early	Dead.	
	
	
	
	
	
	
Makes	use	of	hammer-on	note	from	7.43.	
	
	
	
Lesh	progresses	into	using	longer	notes	that	
are	often	repeated	(8’30’’),	creating	short	
melodic	fragments.	
At	no	point	in	this	section	is	the	main	riff	re-
established,	making	it	over	four	minutes	
without	being	heard.	
	
	
	
	
(O)	Enters	at	8’03’’,	fully	transforming	the	
vocal	section	into	the	second	jam	without	
a	particularly	clear	division.		
	
The	organ	makes	use	of	short	stabbing	
phrases,	later	adopting	much	longer	
single	note	runs.	
Occasional	
words	and	
improvised	
phrases	are	still	
heard,	slowly	
trailing	off.	
(G)	From	7’40’’	lead	phrases	
are	developed,	beginning	
with	very	short	motifs	and	
building	up	to	longer	and	
more	established	fills.	
	
Plays	with	differing	levels	of	
feedback	effects,	before	
introducing	a	longer	phrased	
passage	at	8.26.	
	
	
	
	
	
	
	
	
(W)	Uses	the	two-note	
bending	idea	first	established	
by	Garcia	in	jam	1e	at	4’25’’.	
Musically	dense	with	large	amounts	of	distortion.	
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Jam	2b	
(9.00	–	
9.55)	
(G)	Enters	after	the	
reintroduction	of	the	bass	
riff,	with	an	ornamented	
descending	scalic	fill,	which	
repeats	several	times,	with	
adaptations.	
9’28’’	sees	the	return	of	the	
dual	bent	notes	from	earlier.	
	
	
	
	
	
	
(W)	Answers	Garcia’s	bent	
notes	creating	a	blues	style	
call	and	response	within	the	
passage	
(W)	Uses	rhythmic	chord	
patterns	and	at	9’32’’	
changes	more	and	more	into	
an	independent	melody	that	
twists	around	Garcia’s	at	a	
quieter	volume	further	back	
into	the	sound	box	
9’04’’	sees	an	adapted,	staccato	version	of	
the	main	riff,	before	the	re-introduction	of	
the	original	at	9’37’’,	where	it	is	repeated	
three	more	times.	
Lesh	then	moves	on	to	creating	adaptations	
of	the	main	riff.	
	
	
	
	
	
	
	
Transition	to	the	next	sphere	is	defined	by	
the	organs	stabbing	chords,	followed	by	the	
bass	repeating	a	heavily	re-used	version	of	
the	main	riff	with	a	drop	of	the	other	
instruments.	
(D)	At	the	start	of	jam	2b	drums	are	very	
quiet,	with	just	a	cymbal	pattern.	
At	9’08’’	the	part	fills	out,	with	the	snare	
and	kick	drum,	returning	to	a	version	of	
previous	material,	where	one	drummer	
will	play	the	snare	and	kick	and	the	other	
plays	a	triplet	based	cymbal	pattern	to	
create	ambiguity	through	the	snares	
implied	4/4	and	the	cymbals	suggested	
12/8.	
	
(O)	Re-enters	at	9’27’’	with	sustained	
chords,	before	dropping	out	until	9’35’’,	
where	it	reappears	playing	short	fills	far	
back	within	the	sound	box.	
Transition	to	the	next	jam	sphere	is	
defined	by	the	organs	stabbing	chords	at	
9’52’’.	
	
Formal	
element	
Timing	
(min)	
Commentary	
Guitars	
(Garcia	and	Weir)	
Bass	
(Lesh)	
Organ/Harmonica	(McKernan)	
Drums	(Kreutzmann	and	Hart)	
Vocals	
(McKernan	and	
Weir)	
Jam	2	 Jam	2c	
(9.55	–	
11.23)	
Another	musically	dense	section	with	all	instruments	improvising.	
Both	guitars	up	the	distortion	level	further,	making	use	of	
many	single	repeated	and	bent	notes,	experimenting	with	
sounds	and	repeating	units.	
Becomes	more	prominent.	
The	main	riff	is	repeated	until	10.02,	where	
it	moves	into	a	succession	of	repeated	notes.	
	
Parts	of	the	original	riff	are	introduced	at	
10’13’’,	before	it	is	heard	in	full	at	10’24’’,	
where	Lesh	improvises	around	the	fill	before	
returning	to	the	original	at	10’48’’.	
	
	
	
	
	
	
(O)	At	10’20’’	the	organ	begins	to	answer,	
and	in	some	cases,	to	interrupt	the	guitars	
bends	with	stabbing	notes,	resolving	the	
phrases.	
	
(O)	At	11’02’’	the	organ	starts	a	riff,	which	
is	then	explored	around	
	
	 (W)	In	this	section,	Weir	
swaps	between	lead	and	
rhythm	playing,	and	at	
10’43’’-11’06’’	he	reverts	to	
chords,	establishing	a	
pattern.	
Both	guitars	and	the	organ	then	establish	a	phrase	at	11’08’’,	which	is	continually	repeated	until	11’18’’.	
The	jam	sphere	ends	with	a	huge	reduction	in	the	density	of	the	music,	and	the	instruments	reverting	to	single	repeated	notes	with	Lesh’s	bass	carrying	the	piece	into	the	next	
jam.	
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Jam	2d	
(11.23	
–	
12.28)	
Distortion	level	drops	from	the	start	of	the	section.	
Organ	is	no	longer	present.	
	
	
	
	
	
(G)	From	11’31’’	the	same	
note	is	repeated	four	times.	
	
	
	
	
	
(G)	At	11’56’’	Garcia	adds	
another	note	to	make	an	
extended	five-note	pattern	
until	12’03’’,	where	he	
returns	to	the	four-note	
shape,	but	turns	the	last	note	
into	a	bend,	and	continues	to	
adjust	it	further	
	
	
	
	
(W)	Chords	now	consist	of	
only	two	or	three	notes,	
which	are	more	spaced	out	
with	added	staccato	patterns	
and	it	is	developed	into	a	
chord	based	melody	line.	
	
	
	
	
	
	
	
	
	
	
	
	
At	11’26’’	a	version	of	the	main	bass	riff	
returns,	and	the	bass	then	goes	on	to	act	as	
the	lead.	
	
	
	
	
	
	
	
A	version	of	the	main	bass	riff	returns	at	
11’57’’,	and	the	original	is	heard	in	full	again	
at	12’09’’	for	four	repetitions	before	
improvising	a	melody	again.	
	 	
Formal	
element	
Timing	
(min)	
Commentary	
Guitars	
(Garcia	and	Weir)	
Bass	
(Lesh)	
Organ/Harmonica	(Mckernan)	
Drums	(Kreutzmann	and	Hart)	
Vocals	
(MJcKernan	and	
Weir)	
Jam	2	 Jam	2e	
(12.28	
–	
13.04)	
This	jam	relies	on	the	re-use	of	pre-established	musical	material	and	patterns	
	
(G)	Plays	flowing	passages	
with	a	minimal	number	of	
notes.	
(G)	Reuses	the	two-note,	and	
then	the	single	note	bends.	
	
(W)	Returns	to	a	strumming	
pattern	using	some	muted	
chords.	
	
	
	
Opens	with	altered	versions	of	the	main	riffs	
patterns.	
	
	
	
	
	
The	main	riff	returns	at	12’51’’	and	13’05’’.	
	
	
	
	
	
	
(O)	Returns	at	12’37’’	with	stabbing	
chords.	
	
(O)	The	organ	adds	a	fill	that	goes	
alongside	the	guitar	bends.	
	
At	12’50’’	the	characteristic	guitar	bends	return	as	two	notes	
and	then	single	notes.	
		
570	
Jam	2f	
(13.04	
–	
13.54)	
This	section	becomes	less	densely	packed,	and	the	organ	does	not	feature.	
(G)	Relies	on	short	fills	and	
repeated	notes	before	
expanding	this	line	from	
13’34’’	
	
	(W)	Improvises	around	a	
rhythmic	strumming	pattern.	
	
Takes	a	lead	melody	and	increases	the	
harmonic	motion	by	including	more	notes	
within	his	phrases	at	13’54’’.	
	
An	alternative	version	of	the	main	riff	is	
continually	returned	to	throughout	this	
section	at	13’05’’,	13’24’’,	13’38’’	and	
13’43’’.	
Finally,	at	13.55	the	original	main	bass	riff	is	
heard,	which	leads	the	jam	into	the	next	
section.	
(D)	Continues	to	rely	on	a	quick,	
compound	time	feel	pattern	on	the	
cymbals.	
	
Jam	2g	
(13.54	
–	
15.02)	
	(G)	Uses	previously	
encountered	techniques,	
including	repeated	notes,	
bends	and	fast	scalic	
passages	in	E	minor	
pentatonic.	
At	14’28’’	he	introduces	a	riff	
and	continually	repeats	it	
until	14’40’’	whilst	gradually	
increasing	its	speed.	
(W)	Continues	with	rhythmic	
strumming,	but	gradually	
introduces	fills	to	answer	
Garcia’s	lead.	
	
	
Returns	to	the	established	main	riff	pattern,	
alternating	it	with	other	variations	
	
	
	
	
	
(O)	Returns	at	14’28’’	with	short	fills	
followed	by	held	notes.	
	
(G+W)	conclude	this	part	of	the	jam	by	both	repeating	a	
restricted	note	pattern.	
Formal	
element	
Timing	
(min)	
Commentary	
Guitars	
(Garcia	and	Weir)	
Bass	
(Lesh)	
Organ/Harmonica	(McKernan)	
Drums	(Kreutzmann	and	Hart)	
Vocals	
(McKernan	and	
Weir)	
Jam	2	 Jam	2h	
(15.02	
–	
15.22)	
The	texture	thins	out	and	the	overall	volume	drops	in	preparation	for	the	next	vocal	section.	
(G)	Repeats	dual	plucked	
notes.	
(W)	After	a	short	secondary	
melody,	a	palm	muted	
strummed	pattern	with	what	
appears	to	be	a	half	open	
wah-wah	effect	pedal	at	
15’09’’	–	15’20’’.	
	
Bass	is	minimal,	but	carries	the	primary	
melody.	
(D)	Re-establishes	the	pattern	from	the	
first	verse	section.	
	
Verse	2	 15.22	 The	instrumentation	is	similar	to	the	first	verse	section	and	the	bass,	rhythm	guitar	and	bass	effectively	drops	out.	
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Verse	
2a	
(15.22	
–	
16.56)	
	
(G)	Plays	a	somewhat	larger	
and	more	interesting	role.	
	
	
(G)	The	distorted	lead	
interrupts	the	end	of	the	
vocals	call,	responding	early	
at	15’35’’	to	15’46’’,	one	of	
his	longer	phrases.	
	
The	interruption	is	repeated	
at	15’55’’	–	16’00’’.	
	
At	16’05’’	the	guitars	
response	to	the	vocals	call	
lacks	distortion,	and	displays	
a	large	drop	in	volume	as	if	
shifting	to	the	back	of	the	
sound	box.	It	not	only	adds	
the	expected	instrumental	
response	to	the	verse,	but	
continues	throughout	the	
vocals	as	well.	
	
(G)	Distortion	returns	at	
16’27’’	with	a	‘Twilight	Zone’	
style	response.	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
	
(W)	A	palm	muted	rhythm	
ends	at	15’30’’	and	then	
drops	out	at	15’32’’,	
contributing	only	the	odd	
note	or	effect.	
	
	
	
Opens	with	a	grouped	four	note	semi-quaver	
motif	
	
	
	
	
Drops	out	at	15’32’’,	contributing	only	the	
occasional	note	or	effect.	
	
(D)	Holds	the	pattern	of	one	playing	snare	
and	kick	and	the	other	cymbals.	
	
Similar	to	the	
first	verse	in	
nuances.		
	
Contains	much	
improvisation	
and	side	
chatting.	
	
Lines	still	
feature	large	
amounts	of	
gliding	over	
articulation,	
highlighting	of	
specific	words	
and	bending	of	
notes.	
	
There	is	still	a	
call	and	
response	
between	the	
vocals	and	
guitar.	
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Formal	
element	
Timing	
(min)	
Commentary	
Guitars	
(Garcia	and	Weir)	
Bass	
(Lesh)	
Organ/Harmonica	(McKernan)	
Drums	(Kreutzmann	and	Hart)	
Vocals	
(McKernan	and	
Weir)	
Verse	2	 Verse	
2b	
‘All	you	
need’	
transiti
on	
(16.56	
–	
19.04)	
Remains	similar	to	the	first	verse	
Sparse,	independent	‘effects’	
or	notes,	allowing	the	vocals	
to	take	centre	stage.	
18’09’’	sees	the	return	of	
repeated	notes	on	the	guitar	
until	18’19’’,	where	it	
converts	into	a	descending	
melodic	line,	which	repeats	
five	times	in	varying	forms.	
	
	
	
	
	
	
	
(W)	At	18’53’’	Weir	returns	to	
his	palm-muted	strumming	
pattern.	
Sparse,	independent	‘effects’	or	notes,	
allowing	the	vocals	to	take	centre	stage.	
(D)	Hold	the	same	pattern	as	before	 McKernan	and	
Weir	still	
employ	their	
own	form	of	call	
and	response.	
Jam	3	 19.04	
	
Jam	3a	
(19.04	
–	
21.00)	
The	music	starts	uncluttered,	beginning	with	just	drums	and	lead	guitar	with	only	a	few	improvised	lyrics	from	McKernan.	
(G)	Sets	the	tone	for	the	
section	with	a	distorted	
guitar	part	from	19’05’’.	
At	19’’18’	one	of	the	guitars	
enters	with	a	‘clock’	effect	
played	on	muted	strings	(an	
effect	later	heard	in	‘Time’	by	
Pink	Floyd	on	the	album	Dark	
Side	of	the	Moon).	
At	19’47’’,	a	duel	begins	with	
distorted	notes	adjusted	by	
flicking	between	pickups,	
before	moving	into	repeated	
notes	and	progressing	into	a	
more	developed	melody	at	
20’00’’	where	a	lead	phrase	is	
played	around	Lesh’s	bass	
line,	and	moving	on	to	
independent	phrases.	
At	20’14’’	a	motif	is	played,	
which	then	repeats	its	two-
bar	shape	until	20’30’’,	
ending	with	longer	phrases.	
	
	
	
	
	
(W)	Addition	of	distorted,	
fast	strummed	chords	at	
19’25’’,	increasing	the	density	
of	the	sound	considerably.	
	
	
	
	
	
Enters	at	19’24’’	with	loud	single	notes.	
	
	
	
19’38’’	sees	Lesh	begin	to	re-introduce	
partial/altered	versions	of	the	main	riff,	and	
at	19’43’’	the	original	is	played	in	full	four	
times,	before	the	pattern	is	adjusted,	
allowing	the	band	to	orient	themselves.	
	
	
	
	
	
	
	
	
Returns	to	the	main	riff	at	20’40’’	until	
20’49’’.	
	 	
	
	
	
	
	
	
	
McKernan	calls	
over	the	top	
with	improvised	
words.	
		
573	
Formal	
element	
Timing	
(min)	
Commentary	
Guitars	
(Garcia	and	Weir)	
Bass	
(Lesh)	
Organ/Harmonica	(McKernan)	
Drums	(Kreutzmann	and	Hart)	
Vocals	
(McKernan	and	
Weir)	
Jam	3	 Jam	3b	
(21.00	
–	
22.20)	
A	very	feedback-driven	jam	
Guitar	feedback	opens	the	jam.	 Plays	several	single	notes	
	
Reverts	to	the	main	riff	by	21’12’’	for	four	
repeats.	
	
	
	
	
	
	
	
	
Plays	held	notes.	
	
	
	
	
	
	
	
	
	
	
	
	
	
(O)	Becomes	clear	at	22’06’’,	playing	long	
held	notes,	closing	jam	3	with	a	
descending	run.	
	
	
	
(G)	Stops	creating	feedback	
and	enters	at	21’28’’	with	a	
‘noodling’	fill,	after	which	at	
21’39’’	he	reverts	back	to	
feedback.	
	
	
(G)	Adds	harmonics	and	
tremolo	bar	to	adjust	his	
feedback.	
(W)	Interrupts	the	bass	
through	the	introduction	of	
two	off-beat	staccato	chords	
whose	pattern	is	repeated.	
	
	
(W)	Takes	the	lead	at	21’40’’	
–	22’04’’	where	he	reverts	to	
fast	strummed	chords.		
	
Outro	 22.20	–	
24.10	
Holds	out	as	a	feedback	dominated	section.	
Guitar	feedback	dominates	the	outro.	 	
	
	
	
	
	
	
	
The	bass	uses	single	held	notes.	
(O)	An	organ	line	can	be	heard	quietly	
throughout	the	section.	
	
	
	
	
	
	
(O)	Sustains	high	notes.	
	
(G)	At	22’04’’	the	guitar	is	
possibly	fretted	with	a	slide	
or	mike	stand	to	adjust	the	
sound	of	the	feedback	and	
further	altered	with	the	use	
of	the	tremolo	bar.	
	
(W)	Adds	repeated	notes.	
	
The	piece	ends	sparsely,	on	the	sound	of	a	single	guitars	feedback	at	24’10’’.	
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Appendix	3:	Structural	event	analysis	of	Dark	Star	>	China	Cat	Sunflower	>	The	Eleven	>	Turn	on	your	Lovelight.	For	lyrics	see	Appendix	4	
																																																																					Dark	Star	>	China	Cat	Sunflower	morphing	
Formal	
Element	
Timing	
(min)	
Commentary	
		
Jam	1	 0.00-
2.12	
This	section	opens	with	Garcia’s	introduction	of	the	Dark	Star	motif	(DSM)	over	three	bars.	|	I	(A)	|	I	(A)	|	♭VII	(G)	|	
	
	
This	version	of	‘Dark	Star’	does	not	feature	conventional	rock	percussion,	and	the	rhythm	is	provided	mainly	by	shakers,	scrapers	with	occasional	use	of	a	gong.	The	shaker	enters	in	bar	four	
(along	with	McKernan’s	organ	fill)	marking	every	beat.	When	the	scraper	enters,	it	plays	on	around	beat	3	and	4,	but	varies	within	half	a	beat.	This	rhythm	stays	in	place	for	the	majority	of	the	
song.	
	
The	DSM	is	followed	by	fourteen	bars	of	alternating	I	and	♭VII	chords.		
|	I	(A)	|	♭VII		(G)	|	I	(A)	|	♭VII		(G)	|	I	(A)	|	♭VII		(G)	|	I	(A)	|	♭VII		(G)	|	I	(A)	|	♭VII		(G)	|	I	(A)	|	♭VII		(G)	|	I	(A)	|	♭VII		(G)	|		
The	rest	of	jam	1	consists	of	86	bars	of	alternating	I	(A)	and	♭VII		(G)	
Garcia	starts	his	lead	phrase	at	0’20’’	(bar	16)	in	A	Mixolydian,	with	Lesh	developing	an	independent	melody	line	on	bass.	
	
Verse	1	 2.12-
3.06	
The	verse	section	basically	keeps	the	established	chord	alternation,	except	adds	in	a	few	alterations,	including	the	use	of	the	Em	(v)	chord.	
	
|	I	(A)	|	♭VII		(G)	|	I	(A)	|	♭VII		(G)	|	I	(A)	|	♭VII		(G)	|	I	(A)	|	♭VII		(G)	|	
|	Em	(v)	|	I	(A)	|	Em	(v)	|		I	(A)	|		Em	(v)	|	I	(A)	|	Em	(v)	|	I	(A)	|	
|	I	(A)	|	♭VII		(G)	|	I	(A)	|	♭VII		(G)	|	I	(A)	|	♭VII		(G)	|	I	(A)	|	♭VII		(G)	|	
|	I	(A)	|	I	(A	Sus4)	|	I	(A)	|	Em	(v)	|	I	(A)	|	I	(A)	|	
|	I	(A)	|	I	(A	Sus4)	|	I	(A)	|	Em	(v)	|	I	(A)	|	I	(A)	|	
	
At	2’12’’	Lesh	simplifies	his	melody	to	a	more	repetitive	part	to	signal	the	jam	moving	into	the	verse	
The	percussion	remains	similar	to	jam	1,	with	the	addition	of	gong	rolls	to	highlight	specific	lyrics(underlined).	
‘Dark	Star	crashes,	pouring	it’s	light	into	ashes	
Reasons	tatters,	the	forces	tear	loose	from	the	axis’	
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Formal	
element	
Timing	
(min)	
Commentary	
	
	
	 	 At	2’46’’	the	verse	style	changes	slightly	and	at	2’50’’	Garcia	introduces	a	stepwise	motif	which	is	repeated	again	at	3’00’’	
		 	 	
Jam	2	 3.06-
5.20	
As	with	jam	1,	jam	2	holds	the	alternating	chord	pattern	of	I	(A)	and	♭VII		(G)	for	107	bars.	
	
This	jam	remains	split	into	the	groove	based	rhythm	provided	by	Kreutzmann,	Hart,	Weir	and	McKernan	and	the	lead	melodies	provided	by	Garcia	and	Lesh	
	
At	3’25’’	Garcia	uses	the	vocal	melody	line	for	‘Dark	star	crashes’	as	the	beginning	of	his	phrase,	and	moves	on	to	develop	the	idea	further.	
From	4.04	Weir’s	chords	become	more	prominent,	including	a	more	developed	melody	line	within	the	rhythm.	
4’42’’	sees	the	instrument	lines	simplify	to	signal	the	movement	into	the	second	verse.	
At	5’00’	McKernan	introduces	an	organ	fill	on	beat	3	and	4,	that	is	repeated.	This	serves	to	answer	the	statement	within	Weir’s	rhythm.	
		
Verse	2	 5.20-
6.21	
Verse	2	is	very	similar	to	verse	1	keeping	the	same	harmonic	progression.	
	
|	I	(A)	|	♭VII		(G)	|	I	(A)	|	♭VII		(G)	|	I	(A)	|	♭VII		(G)	|	I	(A)	|	♭VII		(G)	|	
|	Em	(v)	|	I	(A)	|	Em	(v)	|		I	(A)	|		Em	(v)	|	I	(A)	|	Em	(v)	|	I	(A)	|	
|	I	(A)	|	♭VII		(G)	|	I	(A)	|	♭VII		(G)	|	I	(A)	|	♭VII		(G)	|	I	(A)	|	♭VII		(G)	|	
|	I	(A)	|	I	(A	Sus4)	|	I	(A)	|	Em	(v)	|	I	(A)	|	I	(A)	|	
|	I	(A)	|	I	(A	Sus4)	|	I	(A)	|	Em	(v)	|	I	(A)	|	I	(A)	|	
	
The	main	difference	lies	within	the	addition	of	more	gong	rolls	(underlined)	
	
‘Mirror	shatters’,	in	formless	reflections	of	matter	
Glass	hand	dissolving,	to	ice-petal	flowers	revolving	
Lady	in	velvet,	recedes	in	the	nights	of	good-bye’	
	
This	section	ends	on	an	additional	two	bars	of	A	major	leading	into	the	morph.	
	
Song	
morph	
6.21-6-
48	
The	morph	is	effectively	in	free	time,	and	based	around	an	ascending	chord	pattern	of	triplets,	used	to	move	the	key	from	‘Dark	Star’s’	A	major	to	‘China	Cat	Sunflower’s’	E	major.	
	
It	contains	variations	of	the	A,	D,	E	minor/E	major	chords.	As	the	third	note	of	the	triad	of	E	is	left	out,	it	remains	ambiguous	as	to	whether	the	chord	is	major	or	minor,	although	the	last	chord	
of	the	sequence	is	E	minor,	and	the	change	to	E	major	at	the	start	of	‘China	Cat	Sunflower’	is	very	prominent.	
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																																																																																									China	Cat	Sunflower	
Formal	
element	
Time	
(min)	
Commentary	
Intro	
	
0.00-
0.10	
Based	in	E	with	a	4/4	time	signature	
Introduces	the	songs	main	chord	progression	of	one	and	a	half	bars	of	I	(E)	and	half	a	bar	of	♭VII	(♭D)	over	four	bars	in	two	bar	phrases	
|	E	|	E	D	|	E	|	E	D	|	E	|	E	D	|	E	|	E	D	|		
Weir	opens	with	the	main	‘China	Cat’	motif,	which	is	in	effect	more	of	a	lead	melody.	
	
	
Garcia	reinforces	the	harmony	with	occasional	lightly	distorted	chords.	These	would	eventually	disappear	in	favour	of	a	E	major	based	repeated	motif	
	
Lesh	repeats	the	root	E	note	
	
Drums	open	with	a	snare	roll,	before	establishing	the	main	pattern,	which	consists	of	wire	brush	use	on	cymbals	and	toms.	Beat	one	remains	somewhat	un-emphasized	with	the	second	
beat	highlighted	with	the	snare,	but	unusually	for	rock	no	emphasis	on	the	fourth	beat	
Verse	1	 0.10-
0.29	
Maintains	the	established	I	–	♭VII	harmonic	structure	throughout	the	verse	section	with	only	one	variation	at	the	end	of	the	progression	with	the	last	bar	swapping	over	to	end	VII	–	I	before	
entering	the	bridge	section.		
Consists	of	eight	bars	|	E	|	E		D	|	E	|	E	D	|	E	|	E	D	|	E	|	D	E	|	
		
Lesh	makes	use	of	repeating	the	root	note	to	fix	the	tonality	to	the	E	Mixolydian,	and	only	moves	away	from	this	towards	the	end	of	the	two	bar	phrases	to	create	movement	around	the	VII	
change	
	
Drums	continue	their	established	pattern	
Bridge	 0.29-
0.48	
This	is	not	a	jam,	but	a	short	section	to	separate	verse	1	and	2	
	
Harmony	consists	of	mainly	two	chords	E	(I)	and	B	(V),	with	the	last	bar	featuring	a	IV-V	(A-B)	progression	leading	into	the	next	verses	tonic	chord	I	(E)	
This	breaks	the	symmetry	by	consisting	of	nine	bars	|	E	|	E	|	E	|	E	|	B	|	B	|	B	|2/4	B	|	4/4	A	B	|	although	bar	eight	is	in	2/4	time,	shortening	this	extended	phrase	somewhat	and	bringing	
attention	to	the	IV	–	V	shift.	
	
Garcia	improvises	using	the	E	Mixolydian	mode	over	the	E	major	chord	and	B	Mixolydian	mode	over	the	B	chord	
The	opening	rift	Garcia	use	is	always	found	within	the	piece,	making	it	a	repeated	signpost.	
	
When	using	the	E	major	and	B	major	chord,	Weir	make	continual,	improvisational	use	of	the	suspended	second	and	fourth	of	the	chords	which	can	easily	be	achieved	on	the	guitar	
	
Drums	become	more	snare	based	from	beat	two,	developing	their	own	pattern,	before	they	simplify	for	the	last	two	bars	of	the	bridge	
	
Verse	2	 0.48-
1.08	
Returns	to	the	verse	one	harmony	of	|	E	|	E		D	|	E	|	E	D	|	E	|	E	D	|	E	|	D	E	|	
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Formal	
element	
Time	
(min)	
Commentary	
Jam	1	 1.08-
2.45	
For	the	jam	the	harmonic	progression	remains	similar	to	the	bridge	section,	starting	with	four	bars	of	E	major	and	four	bars	of	B	major|	E	|	E	|	E	|	E	|	B	|	B	|	B	|	B	(in	2/4)	|	A	|	and	this	
basically	repeats	four	more	times		
|	E	|	E	|	E	|E	|	E	|	E	|	E	|	D	E	|,	|	E	|	E	|	E	|	E	|	B	|	B	|	B	|	B	(in	2/4)|	A	(in	4/4)	|,	|	E	|	E	|	E	|	E	|	E	|	E	|	E	|	E	|,	|	E	|	E	|	E	|	E	|	B	|	B	|	B	|	B	(in	2/4)	|	A	B	(in	4/4)|	
	
This	section	features	a	motif	by	Garcia	(starting	at	1.28),	which	is	carried	across	most	versions	of	the	song	
	
In	this	jam	Garcia	progresses	through	the	use	of	several	Mixolydian	modes,	starting	with	E	Mixolydian	for	the	E	major	chords	and	then	B	Mixolydian	for	the	B	major	chords.		
	
Weir	sticks	to	strummed	chords	for	the	jams	opening	eight	bars,	again	making	use	of	suspended	seconds	and	fourths	for	color.	For	the	remaining	34	bars	he	reprises	the	main	motif,	and	
uses	a	mixture	of	this	and	strummed	chords	as	in	the	verse	section.	
Verse	3	 2.45-
3.04	
Returns	to	the	verse	one	harmony	of	|	E	|	E		D	|	E	|	E	D	|	E	|	E	D	|	E	|	D	E	|	
Jam	2	 3.04-
4.18	
Weir	holds	the	E	tonality	for	four	bars	before	playing	the	B	major	chord	for	the	remaining	28	bars	of	this	section.	
|	E	|	E	|	E	|	E	|	B	|	B	|	B	|	B	|,	|	B	|	B	|	B	|	B	|	B	|	B	|	B	|	B	|,	|	B	|	B	|	B	|	B	|	B	|	B	|	B	|	B	|,	|	B	|	B	|	B	|	B	|	B	|	B	|	B	|	B	|,	
|	B	|	B	|	B	|	B	|	B	|	B	|	B	|	B	|,	|	B	|	B	|	B	|	B	|	B	|	B	|	B	|	B	|,	|	B	|	B	|	B	|	B	|	B	|	B	|	B	|	B	|,	|	B	|	B	|	B	|	B	|	B	|	B	|	B	|	B	|,	
Morph	
into	The	
Eleven	
4.18-
4.37	
Weir	plays	four	bars	of	B	major	which	is	the	V	chord	of	‘China	Cat	Sunflower’s’	chord	progression	but	is	also	the	supertonic	(ii)	chord	of	‘The	Eleven’	and	acts	as	a	pivot	into	the	track	over	a	
13	bar	progression	
|	B	|	B	|	B	|	B	|	E		B	|	E		B	|	E		D	|	B		D|	E		D	|	B		D	|	E		D	|	B		D	|	E	D	|	
	
The	drums	keep	‘China	Cat	Sunflower’s’	4/4	time	signature	but	introduces	a	version	of	‘The	Elevens’’	chord	progression	except	based	in	B	major,	|	I	(B)	|	III	(D)	|	IV	(E)	|	III	(D)	|,	except	the	
chords	are	kept	to	beat	one	and	three	and	does	not	yet	change	to	the	next	songs	rhythmic	placement	
	
Garcia	introduces	a	version	of	‘The	Eleven’s’	main	theme	(introducing	one	of	the	patterns)	bringing	the	morph	towards	its	conclusion	
	
																																																																																																			The	Eleven	
Formal	
element	
Time	
(min)	
Commentary	
Jam	1	 0.00-
1.42	
The	chord	pattern	established	at	the	end	of	‘China	Cat	Sunflower’	continues	for	one	phrase	at	the	start	of	the	Eleven	|	I	(B)	|	III	(D)	|	IV	(E)	|	III	(D)	|.	There	is	a	transition	bar	in	the	time	
signature	of	2/4	using	the	III	(D)	chord	from	B	major/	IV	(D)	chord	from	A	major	as	a	pivot	for	modulation	before	switching	to	The	Eleven’s	time	signature	of	11/8	and	the	new	songs	chord	
progression	(the	TEP)	of	|	I	(A)	|	IV	(D)	|	V	(E)	|	IV	(D)	|	which	is	repeated	throughout	the	whole	of	the	piece	unchanged.		
	
Weir	plays	the	chords	in	bar	four	as	single	dotted	crotchets	for	123,123,123	and	quavers	for	12,	in	bar	five	as	a	crotchet	on	12	and	a	palm	muted	quaver	on	3	for	the	first	three	beats	with	
quavers	on	12.	For	bar	six	he	adjusts	the	pattern	to	include	two	semiquaver	strums	on	3	of	the	123	pattern.	For	bar	seven	Weir	adds	a	scalic	run	before	beginning	the	full	TEP	pattern	in	bar	
eight,	(see	Figure	4.11).			
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Formal	
element	
Time	
(min)	
Commentary	
	 	 At	this	point	of	the	morph	Garcia	sticks	to	the	pattern	he	introduced	at	the	end	of	China	Cat	Sunflower	until	the	end	of	bar	six,	where	he	holds	an	E	note	(the	dominant)	over	Weirs	scalic	
run,	and	in	bar	eight	he	begins	the	TEM,	which	gives	way	to	a	melody	line	at	0.42’	
	
	
From	bar	four	Lesh	plays	the	root	notes	of	the	TEP	with	the	associated	rhythm,	before	expanding	his	line	to	include	different	chord	inversions	
	
	
	
As	soon	as	the	TEP	is	introduced,	the	drums	place	emphasis	on	the	7th	and	8th	beat	of	the	bar	to	give	123,	123,	123,	12.		
	
At	1’24’’	the	organ	emphasizes	the	TEP	and	Garcia	returns	to	the	TEM	
1’38’’	sees	the	TEM	drop	out	again,	McKernan	take	the	TEP	on	the	Hammond	organ	and	Weir	re-start	the	pattern	using	only	single	chords	on	the	1	of	the	123	and	two	quavers	on	the	ends	
12	
	
Verse	1	 1.42-
2.22	
The	vocals	start	with	Garcia	and	Weir	swapping	vocal	lines,	although	the	lyrics	are	changed	slightly	in	this	version	and	also	leave	out	some	on	the	descending	count	verses.	The	brackets	
indicate	a	change	in	singer	and	are	sung	just	behind	the	first	lyrics.	These	differences	between	this	versions	lyrics	and	the	full	Hunter	lyrics	will	be	discussed	later	in	the	chapter.	
	
No	more	time	to	tell	how,	This	is	the	season	of	what	(Eight-sided	whispering	hallelujah	hat-rack)	
	
Now	is	the	time	of	returning,	What	was	polished	and	gleaming	(Six	proud	walkers	on	the	jingle-bell	rainbow)	
	
Time	past	believing,	The	child	has	relinquished	the	reign	(Five	men	writing	in	fingers	of	gold)	
	
Now	is	the	test	of	the	boomerang	(Four	girls	wait	in	a	foreign	dominion)	
	
Tossed	in	the	night	of	redeeming	(Fade	away	fade	away	in	moonlight)	
	
	
Weir	makes	use	of	the	full	TEP	for	most	of	the	verse	but	drops	to	just	one	chord	on	1	(of	the	123)	and	two	chords	on	the	12	quavers	when	McKernan	takes	over	the	progression	at	2’10’’	
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Formal	
element	
Time	
(min)	
Commentary	
Jam	2	 2.22-
9.40	
McKernan	introduces	his	own	version	of	the	TEP	using	single	staccato	chords	on	the	1	of	123,	123,	123	and	two	quavers	on	the	end	two	beats.	
	
The	groove	created	by	the	organ,	rhythm	guitar	and	drums	then	continues	throughout	the	jam	allowing	Garcia	to	solo	and	Leas	to	vary	his	line.	During	this	Garcia	keeps	his	phrases	to	each	
bar	of	11/8,	making	sure	to	emphasize	the	end	two	measures.	
	
At	3’58’’	Garcia	returns	to	the	TEM	for	two	bars	before	developing	variations	of	it.	
	
At	4’23’’	Lesh	adds	in	a	noticeable	descending	motif	within	the	bar	leading	to	the	12,	until	4’40’’	
	
At	4’48’’	the	main	groove	is	re-established	by	Lesh,	Weir,	Mckernan,	Hart	and	Kreutzmann	whilst	Garcia	starts	the	next	section	of	noodling	
	
When	5’43	is	reached,	Weir	returns	to	single	chords	but	this	time	using	more	noticeable	distortion.	This	is	shadowed	by	Garcia	at	6’04’’	when	he	returns	to	the	TEM	but	also	using	more	
distortion.		
	
At	6’26’’	the	overall	volume	drops	and	at	7’05’’	Garcia	alters	the	TEM	and	the	groove	changes.	Lesh	takes	more	of	a	lead	role	in	a	blues	feel	and	the	TEP	drops	out	along	with	the	organ.	
	
Weir	begins	to	introduce	a	second	melody	at	8’00’’	
	
At	9’05’’	Garcia	introduces	two	note	bends	and	the	organ	re-enters,	beginning	a	new	motif	at	9’32’’	
	
	
	
Morph		 9.40-
10.33	
The	chord	progression	begins	to	change,	shifting	towards	a	tonal	centre	of	E.	The	harmonic	progression	until	the	end:	
	
|11/8	(A	major)	E7	|	E7	|	E	|	A	D	E	D	|	E	|	E	D	|	E	D	|	E	|	E	|	D	E	|	E	D	E	D	E	|	D	|	A	D	E	D	|	A	D	E	D	|	E	|	4/4	E	|	E	|	A	|	D	E	|	(E	major)	E	|	A	|	E	|	E	|	E	|	E	|	E	|		
	
By	the	time	9’50’’	the	texture	has	thinned	out	
	
There	is	a	sudden	change	to	the	4/4	time	signature	at	10’20’’,	and	five	bars	later	a	modulation	into	E	major,	where	the	Turn	on	Your	Lovelight	main	motif	(TOYLM)	appears	on	the	bass	with	
the	drums.	
	
	
	
	
	
	
	
		
580	
	
	
	 																																																										Turn	on	Your	Lovelight	
Formal	
element	
Time	
(min)	
Commentary	
Intro	 0.00-
0.34	
The	song	is	based	in	E	major	and	consists	of	an	oscillation	between	two	chords,	the	root	I	(E)	and	the	subdominant	IV	(A)	in	characteristic	Grateful	Dead	drone	style.	The	chords	are	
continually	adjusted	throughout	making	constant	use	of	the	6th,	7th,	9th	and	11th.,	all	of	which	are	easily	achieved	on	the	guitar	through	the	addition	or	removal	of	fingers.	The	cover	song	is	a	
blues/soul	number	but	again	does	not	feature	a	typical	blues	progression.	
	
The	intro	lasts	54	bars	of	alternate	E	and	A	chords	|	E	|	A	|	E	|	A	|	etc.	
	
	
The	piece	enters	straight	form	the	short	morph	(0.00)	into	the	main	songs	characteristic	riff	which	exists	in	a	bass	and	guitar	form.		
	
The	TOYLL	bass	motif	
	
	
	
The	TOYLL	guitar	motif	
	
	
	
The	bass	TOYLL	motif	plays	from	the	start	with	the	guitar	motifs	enter	at	0’15’’	and	0’20’’.	Towards	the	end	of	the	intro	at	0’28’’	Lesh	begins	to	vary	the	bass	motif.	
	
Verse	1	 0.34-
1,48	
When	the	verse	is	entered	the	bass	version	of	the	TOYLL	motif	becomes	the	dominant	version	(with	a	variety	of	variations)	whilst	Garcia	and	Weir	intertwine	their	melody	lines.	
McKernan	features	on	vocals.	
	
The	harmonic	structure	for	the	jam	still	revolves	around	the	|	E	|	A	|	drone	except	containing	a	few	differences.	The	whole	section	is	split	into	two	half’s,	34	bars	of	alternating	I	and	IV,	and	
the	second,	which	begins	at	1’10’’where	there	is	a	held	bass	note,	which	leads	into	a	poly-rhythmic	drum	interlude	of	28	bars,	and	a	change	in	the	style	of	the	vocals	pattern	leading	into	
the	‘I	get	a	little	lonely’	section.	
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Formal	
element	
Time	
(min)	
Commentary	
Jam	1	 1.48-
4.46	
Jam	one	consists	of	a	28	bar	transition	and	then	176	bars	of	the	established	alternating	|	E	|		A	|	drone	
	
At	1’48’’	jam	1	starts,	signposted	by	Garcia’s	new	motif	signaling	the	move	into	the	improvisation.	
	
The	TOYLL	change	motif,	signals	a	change	in	section,	in	this	case	the	movement	from	the	verse	into	the	first	jam.	
	
	
McKernan	keeps	to	the	TOYLL	motif	pattern	except	using	staccato	chords	on	the	organ.	
	
Garcia	starts	improvising	after	at	2’03’’	after	the	TOYLL	change	motif	ends,	predominantly	using	a	mixture	of	E	major,	E	major	pentatonic	and	E	Mixolydian	mode.	
	
At	3’58’’	Lesh	returns	to	the	complete	TOYLL	bass	motif,	minimizing	the	variations	used,	and	this	is	repeated	to	bring	back	the	feel	of	the	piece	to	end	jam	1	and	allow	for	the	transition	into	
the	second	verse.	
	
At	4’37’’	Garcia	introduces	a	new	motif	which	is	repeated	until	the	start	of	verse	2.	
	
Verse	2	 4.46-
9.48	
Verse	2	starts	in	a	similar	way	to	verse	1,	and	the	first	half	consists	of	38	bars	of	the	alternating	E	and	A	drone.	The	drum	interlude	is	shorter	at	4	bars,	and	then	there	is	the	228	bars	of	
vocal	improvisation	from	McKernan,	with	call	and	response	from	Weir	and	additional	vocals	from	Lesh	and	Garcia.	All	of	this	improvisation	is	based	over	the	established	drone	oscillation	of	
I	to	IV.	
5’44’’	enters	the	‘I	get	a	little	lonely’	section	with	the	call	and	response	improvisation	starting	at	5’58’’	
At	6’46’’	the	instruments	drop	out	until	7’23’’	where	the	bass	reintroduces	the	TOYLL	bass	motif,	the	organs	staccato	chords	at	7’51’’,	where	it	builds	in	volume	as	Weir’s	guitar	is	added.	At	
8’30’’	Garcia	returns	with	a	new	melody	motif	which	is	repeated	until	9’15’’	where	he	begins	to	vary	the	motif	until	9’24’’	when	it	ends	and	he	starts	to	improvise.	
	
Jam	2	 9.48-
12.02	
Consists	of	140	bars	of	the	alternating	E	to	A	drone.	
	
There	are	still	some	improvised	vocals	from	McKernan	and	Weir,	with	some	of	Weirs	falsetto	singing.	
Lesh	continues	with	variations	of	the	TOYLL	bass	motif	with	the	organ	maintaining	its	staccato	chords.	
10’54’’	sees	the	return	to	the	previous	guitars	patterns	seen	in	the	intro,	with	Weir	emphasizing	the	3rd	and	4th	beat	with	chords	from	11’20’’.	
		
Outro	 12.02-
12.26	
Consists	of	a	16	bar	outro	of	alternating	E	to	A	drone	
	
Garcia	returns	to	his	previous	motif,	and	ends	utilizing	repeated	notes.	
		
582	
Appendix	4:	Lyrics	of	the	Dark	Star	>	China	cat	Sunflower	>	The	Eleven	song	cycle.	The	lyrics	have	been	transcribed	from	
the	tracks,	and	compared	with	the	originals	from	Dodd’s	‘Annotated	Grateful	Dead	lyrics),	2005,	49-60)	
	
Dark	Star	(Hunter)	 China	Cat	Sunflower	(Hunter)	 The	Eleven	(Hunter)	 Turn	on	your	Lovelight	(Scott)	
Dark	star	crashes	
Pouring	its	light	into	ashes	
	
Reason	tatters	
The	forces	tear	loose	from	the	axis	
	
Searchlight	casting	
For	faults	in	the	clouds	of	delusion	
	
Shall	we	go,	you	and	I	while	we	can,	
Through	the	transitive	nightfall	of	
diamonds	
	
Mirror	shatters	
In	formless	reflections	of	matter	
	
Glass	hand	dissolving	
In	ice-petal	flowers	revolving	
	
Lady	in	velvet	
Recedes	in	the	nights	of	good-bye	
	
Shall	we	go,	you	and	I	while	we	can?	
Through	the	transitive	nightfall	of	
diamonds	
	
The	next	verse	was	never	sung	live	
	
[Spinning	a	set	the	stars	through	which	the	
tattered	tales	of	axis	roll	
About	the	waxen	wind	of	never	set	to	
motion	in	the	unbecoming	
Look	for	a	while	at	the	China	Cat	Sunflower	
Proud-walking	jingle	in	the	midnight	sun	
Copper-dome	Bodhi	drip	a	silver	kimono	
Like	a	crazy-quilt	star	gown	through	a	dream	night	wind	
	
Krazy-Kat	peeking	through	a	lace	Bandana	
Like	a	one-eyed	Cheshire	like	a	diamond-eye	Jack	
A	leaf	of	all	colors	plays	a	golden	fiddle	
To	a	double-e	waterfall	over	my	back	
	
Comic	book	colors	on	a	violin	river		
Crying	Leonardo	words	from	out	a	silk	trombone	
I	rang	a	silent	bell	beneath	a	shower	of	pearls	
In	the	eagle	wing	palace	of	the	Queen	Chinee	
	
No	more	time	to	tell	how	
This	is	the	season	of	what	
(Eight-sided	whispering	hallelujah	hat-rack)	
	
Now	is	the	time	of	returning	
What	was	polished	and	gleaming	
(Six	proud	walkers	on	the	jingle-bell	rainbow)	
	
Time	past	believing	
The	child	has	relinquished	the	reign	
(Five	men	writing	in	fingers	of	gold)	
	
Now	is	the	test	of	the	boomerang	
(Four	girls	wait	in	a	foreign	dominion)	
	
Tossed	in	the	night	of	redeeming	
(Fade	away	fade	away	in	moonlight)	
	
	
	
The	original	was:	
(The	different	singer’s	sections	have	been	
separated)	
	
No	more	time	to	tell	how	
This	is	the	season	of	what	
Now	is	the	time	of	returning	
With	thought	jewels	polished	and	gleaming	
	
Now	is	the	time	past	believing	
The	child	has	relinquished	the	reign	
Now	is	the	test	of	the	boomerang	
Tossed	in	the	night	of	redeeming	
Without	a	warning,	you	broke	my	heart	
Taken	it	baby,	tore	it	apart	
And	you	left	me	standing,	in	a	dark	clime	
Said	your	love	for	me	was	dyin’	
So	come	on	baby,	baby	please	
I’m	begging	you	baby,	I’m	on	my	knees	
	
Turn	on	your	light,	let	it	shine	on	me	
Turn	on	your	love	light,	let	it	shine	on	me	
Let	it	shine,	let	it	shine	let	it….	
	
Well	I	get	a	little	lonely	in	the	middle	of	the	night	
And	I	need	you	darling	to	make	things	all	right	
Come	on	baby,	baby	please	
And	I’m	begging	you	baby,	‘cause	I’m	on	my	knees	
	
Turn	on	your	light,	let	it	shine	on	me	
Turn	on	your	love	light,	let	it	shine	on	me,	hey	
Let	it	shine,	let	it	shine	let	it….	
	
Without	warning,	you	broke	my	heart	
Taken	it	baby,	torn	it	apart	
And	you	left	me	standing,	in	a	dark	clime	
Said	your	love	for	me	was	dyin’	
So	come	on	baby,	baby	please	
I’m	begging	you	baby,	I’m	on	my	knees	
	
Turn	on	your	light,	let	it	shine	on	me	
Turn	on	your	love	light,	let	it	shine	on	me	
Let	it	shine,	let	it	shine	let	it….	
	
Well	I	get	a	little	lonely	in	the	middle	of	the	night	
And	I	need	you	darlin’	to	make	things	all	right	
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Round	about	the	reason	hardly	matters	
nor	the	wise	through	which	
The	stars	were	set	in	spin]	these	lyrics	not	
included	(Dodd,	2005)	
	
	
Eight-sided	whispering	hallelujah	hat-rack	
Seven-faced	marble	eye	transitory	dream	doll	
Six	proud	walkers	on	the	jingle-bell	rainbow	
Five	men	writing	in	fingers	of	gold	
Four	men	tracking	the	great	white	sperm	
whale	
Three	girls	wait	in	a	foreign	dominion	
Ride	in	the	whale	belly	
Fade	away	in	moonlight	
Sink	beneath	the	waters	
To	the	coral	sand	below	
Now	is	the	time	of	returning	
So	come	on	baby,	(come	on	baby)	baby	please	
(baby	please)	
And	I’m	begging	you	baby	(I’m	begging	you	baby),	
‘cause	I’m	on	my	knees	(on	my	knees)	
Turn	on	your	light,	(turn	on	your	light)	let	it	shine	
on	me	(let	it	shine	on	me)	
Turn	on	your	love	light	(turn	on	your	love	light),	
let	it	shine	on	me	(let	it	shine	on	me)	
	
[McKernan	ad-lib]	
	
Let	it	shine	on	me,	(let	it	shine	on	me)		
Let	it	shine	on	me,	(let	it	shine	on	me)	
Let	it	shine	on	me,	(let	it	shine	on	me)	
That’s	all	that	I	need	(shine	on	me)	
Early	in	the	morning	(shine	on	me)		
Late	in	the	evening	(shine	on	me)	
All	I	need	(shine	on	me)	
That’s	all	I	want	(shine	on	me)	
All	your	hugging	(shine	on	me)	
All	your	kissing	(shine	on	me)	
And	I	don’t	want	it	all	(shine	on	me)	
I	just	want	a	little	bit	(shine	on	me)	
I	don’t	want	it	all	(shine	on	me)	
I	just	want	a	little	bit	(shine	on	me)	
Your	sweet	little	lovin’	(shine	on	me)	
Sweet	little	huggin’	too	(shine	on	me)	
Sweet	little	kisses	(shine	on	me)	
That’s	all	I	need	(shine	on	me)	
Why	don’t	you	(shine	on	me)	
Turn	it	on	up	now	(shine	on	me)	
Turn	it	on	(shine	on	me)	
Is	all	I	need	(all	I	need)	
A	little	bit	of	light	(shine	on	me)	
A	little	bit	of	love	light	(shine	on	me)	
(Shine	on	me)	
All	I	need	(all	I	need)	
Early	in	the	morning	(all	I	need)	
Is	all	I	need	(all	I	need)	
Late	in	the	evening	to	(shine	on	me)	
Just	got	to	have	(shine	on	me)	
I	just	got	to	have	(shine	on	me)	
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Why	don’t	you	(shine	on	me)	
Bring	it	on	up	(shine	on	me)	
Little	bit	higher(shine	on	me)	
Little	bit	higher	(shine	on	me)	
Little	bit	higher	(shine	on	me)	
Higher	(little	bit	higher)	
Little	bit	higher	(higher)	
Little	bit	higher	baby	(little	bit	higher)	
Little	bit	higher	(little	bit	higher)	
Is	all	I	need	(little	bit	higher)	
Hi	hi	(little	bit	higher)	
A	little	bit	higher	(little	bit	higher)	
A	little	bit	higher	(little	bit	higher)	
Little	bit	higher	(little	bit	higher)	
Little	bit	high	(little	bit	higher)	
Little	bit	higher	(little	bit	higher)	
Little	bit	higher	(little	bit	higher)	
A	little	bit	higher	(little	bit	higher)	
High	(a	little	bit	higher)	
Higher	(a	little	bit	higher)	
On	up	(little	bit	higher)	
It	on	up	(little	bit	higher)	
Get	it	on	up	(little	bit	higher)	
Get	it	on	up	(little	bit	higher)	
Get	it	on	up	(little	bit	higher)	
Get	it	on	up	(little	bit	higher)	
Little	bit	higher	(little	bit	higher)	
I’ve	got	to	get	(a	little	bit	higher)	
I’ve	got	to	get	(a	little	bit	higher)	
I	know	(little	bit	higher)	
Yeah	he	(little	bit	higher)	
Got	to	get	(a	little	bit	higher)	
In	on	up	(little	bit	higher)	
I’ve	got	to	get	(little	bit	higher)	
Got	to	get	(little	bit	higher)	
I’ve	got	to	get	(a	little	bit	higher)	
I’ve	got	to	get	(a	little	bit	higher)	
Ha	ha	ha	(I’ve	got	to	get)	
Ha	ha	ha	(higher)	
Higher	
Higher	
Higher	
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Higher	(I’ve	got	to	get)	
Higher	(I’ve	got	to	get)	
Higher	(I’ve	got	to	get)	
Higher	(I’ve	got	to	get)	
Higher	(I’ve	got	to	get)	baby	
High	(get	your	light	on)	
High	(get	your	light	on)	
High	(get	your	light	on)	
Baby	(alright)	
Baby	(alright)	
Baby	(alright)	
Baby	(alright)	
A	little	bit	(turn	on)	
A	little	bit	(turn	on)	
Little	bit	(turn	on)	
Little	bit	(turn	on)	
Yeagh	
Baby	(a	little	bit)	
Alright	
A	little	bit	higher	(alright)	
A	little	bit	higher	(alright)	
A	little	bit	high	(a	little	bit)	
A	little	bit	high	(a	little	bit)	
A	little	bit	higher	(a	little	bit	higher)	
A	little	bit	higher	(a	little	bit	higher)	
A	little	bit	high	
A	little	bit	high	
Come	on	now	(come	on	now)	
Come	on	now	(come	on	now)	
	
Alright	
	
It	on	up	
Woohoo	
On	up	(on	up)	
Woohoo	
Woohoo	(woohoo)	
Woohoo	(woohoo)	
Woohoo	
Woohoo	
Woohoo	
Woohoo	
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On	up	
Shine	your	light	
	
	
[Why	don’t	you	let	it	shine	on	me	
Why	don’t	you	let	it	baby	shine	on	me	
Early	in	the	morning	let	it	shine	on	me	
Late	in	the	evening	let	it	shine	on	me	too	
Well	that’s	all	I	need,	I	just	got	to	get	some	
That’s	all	I	need,	I	just	got	to	get	some	
I	just	got	to,	I	just	got	to	
Get	a	little	more,	yes	I	do	
And	I	don’t	want	it	all,	I	just	want	a	little	bit	
I	don’t	want	it	all,	no,	no,	no,	no,	I	just	want	a	little	
bit	
A	little	of	your	lovin’,	a	little	of	your	kinnin’	
A	little	of	your	rollin’,	that’s	all	I	want	
Baby	please,	baby	please	
Baby	please,	baby	please	
Just	like	a	stingray,	on	a	four-day	ride	
	
Now	wait	a	minute,	I	wanna	to	tell	about	my	baby	
I	wanna	tell	you	how	come	she	makes	me	feel	so	
good	
Yes	she	do,	yes	she	do	
I	know	she	makes	me	feel	all	right,	yes	she	do	
	
She’s	got	black-back	nitties	
And	great	big	noble	thighs	
Working	undercover	with	a	boar	hog’s	eye]	did	
not	feature	on	this	occasion	
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